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Re ip q This 512-page compendium of all the record- 


ings the group has been involved in for the 
past 20 years is a momentous publication. 


SS es 

The Beach Boys UP OATAATREA 
On Record, 1961-1981 |S peux 
ee 


Details of songs and albums, including vocal, 
musician and engineering credits. 


Unreleased material: Studio out-takes, unre 
corded songs, notable concert performances, 
radio and tv appearances, etc. 





By Bred Elliott. © 


“difficult to criticize Surf's Up... the © 
Beach Boys discography of all time.” 
—ADD SOME MUSIC 


A listing of DJ and Promotional records. 
© Records by relatives and friends. 


Week-by-week chart activities of their records 
“...the research is pretty much flawless. 


; from Billboard Magazine. 

lott seems to have gotten everything SON Tag he 

...Lots of great illustrations too.” ® Pere indexes and a 10,000 entry gen- 
~STEREO REVIEW hee. 


@ 107 photographs, and much more! 


“...this book is well worth owning and 
should answer all questions about the 
Beach Boys recorded works,” 

—BEACH BOYS STOMP 


Sl2pp. Cloth $17.95 Personal orders must be pre- 
paid, Not in bookstores; order direct by mail from: 


PIERIAN PRESS 
P.O. BOX 1808 ANN ARBOR, MI 48106 
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Comment Sl, 


With regard to the entire - 

Boys it is just possible that ike oe are k 
ample of the way it will be some thirt Care Was 
especially if you reside in New Englang See $rom n 
of the country which did not benefit fF yak. te 
‘tour schedule. vom the band's 

_There was no live show; no free t 
vision appearances; no radi 


ow, 

he rest 
; summer 
icket contests, 


r 0 interviews > No tel 
no new album giveaways; no § no new album e~ 
time, no new single. new BSEUm; sand. at th hypey 


is point in 
Just like the future. Of course 

even more accustomed to the reality sf hee 

tracks coming out of the studio. There will b 

pectancy but there will also be an atmosphere : less ex. 

cive to an objective study of the merits of che tmisien 


we will be 
Brian Wilson 


This summer the fans or aficion 
found themselves exposed to the SOE tee meee Boys 
music and experience which everyone, fan and nGeiatte Poy ' 
help but Witness. There was Beach Boy music fon “bet 
and radio ads. There was Beach Boy inspiration in the eo 
ular hits of the summer, songs like Fleetwood Mac's “Holge 
Me," and Chicago's "Hard To Say I'm Sorry." And of cour 
a were the actual Beach Boy songs inhabiting the radio 

1a s 

There was one satisfactory (and quiet) release this 
summer, that being Capitol's Sunshine Dream, which collects 
Songs mostly from the late sixties, and which, along with 
Capitol's Endless Summer and Spirit Of America, gives the 
average listener everything he or she might want to hear 
from the Beach Boys' '60's catalogue. 


Perhaps in the future we will be treated to a different 
kind of conceptual release. Perhaps one summer years from 
now Capitol Records will announce something like "...the 
third volume of Capitol's Legendary Recordings: The Unre- 
leased Brian Wilson Works." 


This summer taught me, however, that until such releases 
occur, I can be very content, indeed comfortable, simply 
lying on my beach towel, exposed to the sun aS ee 
dipity of a Beach Boy song emanating every now and en 
from a portable radio. The disc-jockey's choice. 


On the one hand it is a good feeling i ee on 
during popularity of Brian Wilson's music, eer eis 
degree of artistic jusice that implies, and — xperiencing 
hand it is healthy to bask in the simple joy 0 ee 
the music, -just like everybody else, -today an 
years from today. 


by 


Se” 


Music Update 


The summer of 
over the continental U.S. as well 


performing all 
i On August 
j others 
were headliners; along with Frank a ee nieae 
at tne Chicago atl eniravegenien cad weet (state fairs, 
i + every day a 
pt Rie, Sal -throughout the heart of the U.S 
7 he end of the month to rie 
to, as well as some larger Eastern Ogee arm 10 en 
penne will find them in Atlantic City; aoe ee eran 
CED entombed 11 in Nebraska; September 12 in Ven . 
which they head bac ; 
For many weeks CBS Records has adamantly Lage a 
lease the live single "Runaway! which vor erey track recorded 
, <t ls reporte 2 
ee tour and sweetened in the a ag ve cae 
Shows signs of great displeasure with the Beach Boys 


of new material. . 
The Beach Boys have applied pressure for its release by 


j j ‘t as "our next single" in concert. One of the 
Se 4 een cited its eminent release, yet there is 
no word from CBS. | 

The addition of "Runaway" to the band's live act leery 
to changes which occurred in late spring/early summer of 2 
Throughout the winter and early spring the Beach Boys stage 
act -with Brian Wilson and without Carl Wilson- was slowly 
and surely disintegrating before the public's eyes and ears. 
(see concert reviews) 


Brian and Dennis could not sing. Ed Carter and Bobby 
Figueroa left. Jeff Fosketh performed admirably as a Carl 
Wilson stand-in, yet supported the impression that the band 
on stage was-a weak imitation of a previously important rock 
group. Finally, the repertoire itself became lackluster. 


Upon returning to the live show, Carl Wilson agreed to 
the barrage of concert dates throughout the summer, but en- 
forced his edict that the band practice and 'tighten up! the 
live act. He also instituted changes in the show's song 
repertoire. "California Girls," for so long the opening num- 
ber, was pushed to mid-show. The opening became instead a 
non-stop 5 or 6 song assault. 


The new repertoire included the long-missed "All § mm 
" w a 2 ial 
Long, Dance Dance Dance," "I Can Hear Music.” “Le's 0K, * 


and "Disney Girls," -the la i ; 
fect harmonies. / tter performed with practice-per- 


"Runaway" the Del §& P 
another new addition. 6) shannon elassic, ‘was 


Last spring the B 


each B : 
Mamas and the Papas’ oys completed a version of the 


"California Dreamin,'" produced by 
using session musicians. 

d CBS with the finished 

f a single release, but was turned away. 


Bruce Johnston and Terry Melcher, 


Terry Melcher reportedly a 
track and the idea o y approache 








Brian Wilson has stayed in Los Angeles ==] 


‘ durj 
tour, hopefully to better his physical conq ing the Summer | 


, ition. 
boasted of plans to write and record, but siete He has 
of anything new. S no worg 


Mike Love was very active in late '81 and e 


cording tracks with his Endless Summer Beach es "82, ren 
British record maker Adrian Baker, (see Elliott anne with 
articles) Gidman 


Carl Wilson was also very active prior to 4oin: 
Beach Boys on stage. Besides finishing hig oe ie the 
(due now for release in September) he was workin Solo LP 
session singer and musician for various artists A : a 
America. CN as 


Christie MéVie has cited the ins 
Wilson in her song "Only Over You," 
Mac album, Mirage, — 


“Or maybe we can be like the Beach Bo he i 
as gh GoGo's in a recent Rolling Stone inrerysa 
"Maybe in ten years we can all be fat, and peopl : ’ 
like us." People will stiij 


Piration of Dennis 
from the new Fleetwooq 


Capitol released three records in June, i 
is a two-album collection which follows in the cones, Brean 
footsteps of the successful Endless Summer and Spirit Of 
America. Sunshine Dream is filled with the. m Sth 
tracks off the late Sixties albums which were recent] 
contracted back to Capitol. It is a very smart and sks 
tractive collection which includes some well chosen, lesser- 
known tracks such as "There's No Other." At this point 
before any large promotion campaign, the albumhags stalled 
at #180 in Billboard. (see Elliott article) 


Be True To Your School is essentially a collection of 
songs which Capitol had deleted from some original albums 
when they were reissued on their budget line. Of greatest 
significance is the inclusion of "In The Parkin’ Lot," which 
is from the original Shut Down Vol. iI, and has been un- 
available for years. An added attraction is the 45 version 
of "Be True To Your School," with Marilyn and the girls, 
-not previously available on an album. A rare photo out- 
take from the 1964 UCLA session adorns the cover of Be True 
Zo Your School. 





The third release was a legitimate reissue of the Party 
album. All original songs are present, but the artwork 
has been slightly altered (find the new picture on the co- 
ver), and the package is sans wallet photos and fold-out 
sleeve. 


A new Japanese Beach Boy LP called Beach Boy Ballads 
(Toshiba ECS 90108) includes the long version, with no 
voice-over, of "Auld Lang Syne." The album's artwork 
is noteworthy as it imitates the original Friends cover a 
painting, but with the faces of the Beach Boys in the clouds. 
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ADVERTISEMENT 


announce the impend- 
Brian Wilson Produc- 


0 to 5,000 copies will be pressed of 


j d to 
F'S UP RECORDS is please 
ing or aa of a two-record set, The 


tions. ony gtr 
this unprecedente 
the first time all 34 song 
scope of the Beach Boys. 






j her for 
ion, which gathers toget 
‘ Sige produced outside the 
Included will te: 







ty 

i- urfer Moon, Humpty Dump 

Boe a tHe foams - The Revo-lution, Number One 
ag evs - All ten Brian Wilson pronua wine 
aan the two '64 Warner Brothers tracks 


i tracks 
Sharon Marie - Four 
The Survivors a Jean, 
The Castells - o | " 
n - She Rides With Me 

ones eee Sacramento, Just The Way I Feel 
Glen Campbell - Sueee Dumb 

j Gravy - Vegetables 
Bon Wigan - TI Keep On Loving You, As Tears Go By 

& Dean - Vegetables =, 

Ace Ea Spring - Shyin' Away, Fallin’ In Love 
California Music - Why Do Fools Fall In Love 







After The Game 












j ian- d single, 
And - A newly discovered Brian-produce 5 
Twelve-O-Four b/w Baty What You Want Me To Do, 
ty Bob (Norberg) & Bobby 






This is not a bootleg. This is a legal packaging. 
The master tapes of all performances are being leased 
from the various record companies, insuring the highest 
fidelity. Royalties are being paid to the artists and 
publishing fees to the songwriters. Mastering and ; 
pressing are being handled by Capitol Records' Special 
Markets division. 

Release is being planned for approximately Dec. 1, '82 

Because the costs of such a package are high, a large 
amount of money must be raised in advance of the record's 
release. As part of that effort, the record is being sold 
in advance on a subscription basis. Individually numbered 
copies will be sold on a first-come, first-served basis. 

Under no circumstances will more than 5,000 copies be 
pressed. Upon release the price will be $17.98(plus $2 
postage and insurance), however, the collector's pre- 
release price is only $15 per set, including postage and 
insurance, -payable by check or money order only. 

There is no limit to the number of copies a collector 
may purchase. The copies will be numbered, and the fiFStT 
reservation will receive the lowest number, -and so on. 


SURF'S UP RECORDS 
c/o Brad Elliott 
P.O. Box 10970 A-3 
Houston, TX 77292 




















Order Now From: 
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Another intere 
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” Panese release j 
usic Phase II 1977-198 (Victor 6786). This’ 


an Torrence 


1, 
"70's remakes of Jan & D contains late 
ell as covers of 


Some "50's material, e mm 
2 . *Se eenag " 
ston is credited as a a mbar and eee Love." Bruce John- 


Brad Elliott, author of Suxt* 
s Up! the com 
ove discography, and contributor to Add Soin oe "ie ed 
ing together a remarkable 2-LP set which will includ a 


sentially all of Brian Wilson's outside production os ll 





ean classics as w 


Out of Australia comes a hitherto unknown 1962 recording 
of Brian Wilson singing "Gonna Hustle You." Although a song 
written initially (and partially) with Bob Norberg, this 
appears to be a demo recording of a later rewrite with Jan 
Berry of Jan & Dean, -who later turned the song into "New 
Girl In School." It features a priceless young Brian Wilson 
falsetto. (see advertisement) 


A new CBS collection titled Summer Means Fun (Columbia 
C238069) contains, for the most part, recordings by Bruce 
Johnston and Terry Melcher made in the Sixties, -as B & T, 
The Ripchords, The Hotdoggers, or solo B.J. There is one 
Jan & Dean track (actually Dean), "Like Summer Rain," and 
one Johnny Rivers track, "Help Me Rhonda. 


j j i ishing concern) 

Columbia Pictures (actually their publis ; 
has released The Beach Boys Compl ate - Bes te cere 
book with a price tag of $15. | ure vo oan 

j i i j ts the well of smash 5Beac 
gince this first collection skirts, TP oF ee oaa aun 
j d includes a large portion oi mo 

relay eel of their greater obscurity, -recent songs. | 





Review: Youngblood | 
September should see the release of Carl Wilson's secon 


g i It is a ten song 
d (Caribou ATZ-37970) ; 
Se bmieed ok cee more Wilson-Myrna Smith collabora 


igi rs, the Coast- 

1 j Hinsche original, and two covers, 
Tne oe oot! and John Fogerty's Rockin' All Over The 
World." 
8 
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—_ 1S waht ty My atl 
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this album was conceived in the wake of Carl's 

of last year, which found Carl playing small club-q 
he was not opening for the Doobie Brothers, 
a confirmation of the situation or perhaps dilemma in hi 

Carl found himself on that tour. Refusing to use ene ich 
Beach Boy material, Carl stuck with the dozen or more u 
tested songs which he had cowritten with singer/songwrite 
Myrna Smith, and in so doing, gravitated toward thew eit? 
or impulses of the loud bar band. und, 


"Too Early To Tell" is a perfect example, 
gide two of the album and it frequently began C 
show. Like too many forgettable bar bands Carl shouts 
earnest enough lyric over an assault of wailing cleotide. 
guitars. The song is an average composition so the Slave 
play even harder, infusing it with as much energy as the - 
can muster. A certain music enthusiast will find much vc 


like here as well as in similar cuts from Youngblood. A 
they say, these songs "cook." a 


On the other hand, the average Beach Boy fan and the 
serious Brian Wilson fan should approach Youngblood with 
trepidation. Those interested in the harmonies of the Beach 
Boys and the sublime melodies and productions of Brian Wits 
son will find neither in Youngblood. n 


tee tour 
Youngblooq te 


LG begins 
arl ' S live 


Outside the rock endeavors on Youngblood 
tunes which showcase Carl's beautifully matured vocal style 
The best of these is "Givin' Up," with its memorable chorus 


response set against a very classy Carl Wilson vocal, This 
may be the single release. 


Even better, and perhaps the album standout, is the 
cover, "Youngblood." Unlike the other cover, Fogerty's 
"Rockin' All Over The World," which sounds like filler, 
"Youngblood" demonstrates Carl's vocal talent fully real- 
ized. Ironically, this old song presents Carl's greatest 
artistic step forward. His vocal style dominates and de- 
fines the track. Producer Jeff Baxter's arrangement makes 
the instrumental track fresh and interesting, and collabor- 
ates with Carl in creating an excellent recording. DC 
BEE ee ee ee 

Concert Reviews 


are three softer 


.. 3/17/82 ~— Brad Elliott 
4/5/82 Don Cunningham 
6/5/82 Gerry Borreggine 


On March 17 the Beach Boys opened a quick month-long tour 


at The Summit in Houston, Texas. At least they called them- 
selves the Beach Boys. 


The stage lineup included only Mike, Alan, Bruce, and 
Dennis, supported by Mike Meros (keyboards), Mike Kowalsk1 
(drums and percussion), Ernie Knapp (bass), and Jeff Fos- 


keth, a member of Mike's Endless Summer Beach Band (lead 
guitar). 


LO 


— — 








i " i " then proceeded 

opened with "California Girls, Bee 

D eoueh Re oom aonh B" and "Do It een hare Se S 
i i j "Heroes And Villains" (jo 
fired BUDE ESs se a ue Jeff Fosketh stepped to the 
"Cottonfields" ina medley) , e os Se ene a 
j ing a beautiful high voice, simil 
pore oe wanchied higher, reminiscent of Brian's falsetto. 
’ 


Returning to a practice copped Bee a oan,” aeoue 
through a mediey of oldies: ; , 7” 
Little Old ray From Pasadena," “Little Deuce Coupe. 


Then after "I Get Around," history was made. 


] + four years 
t the Beach Boys’ 16th anniversary concer 
O fois and Brian left the stage at one point, pe 
Carl as the lone Wilson. After even c) his et ee a 
joi j j 1d the audience, 
on stage to join him, Mike to OE, a eas ME 
things up for all those years. t S) 
Bice have Felt he finally had topped the Wilsons. -Dennis 
left the stage, leaving no Wilsons present. 


M _ " "Lady 
Without Dennis the group did "Long Tall Texan, 

Ende, and "Be My Baby." The last song was particularly 
Sronic since it is reportedly Brian Wilson's favorite record. 


The concert lasted only 65 minutes. The bulk of the — 
songs predated Pet Sounds. In fact, the only representative 
of that masterpiece was "Sloop John B." 


For the most part, the night's performance was uninspired 
although well rehearsed. Mike's voice was starting to show 
signs of age. 


Only Fosketh and Dennis Wilson provided any live excite- 
ment. Dennis pounded the drums with wild enjoyment, while 
Fosketh was evidently living out his dreams. This was not 
enough to erase the ominous specter which hung over the 
performance, -the specter of a future filled with only past 
glories. 


When Dennis left the stage the remaining group was not 
the Beach Boys. They were perhaps "Mike Love And The End- 
less Summer Beach Boys," but not the band that fans have 
grown to love in over twenty years. A spirit, as well as 
a large part of the talent, was missing. 


4/5/82 


i Like Las Vegas in sheepskin the gaudy Chateau de Ville 
in Framingham, Massachusetts lay with a foxy grin, waiting 
ee a portion of the life-blood of the touring Beach 
S. 
; It was April 5th, some twenty years since the Beach Boys, 
in their infancy, used to play regularly to such small, gym- 
nasium sized crowds. Then they would be hoping for bigger 
audiences. Now they seemed to want the smaller crowd, as if 


they wished to have the smallest j 
the ‘hets Becta est number of witnesses follow- 
nD 





tter wi 
; Nto his ith B aSlest . § throy 
Hie his arms pai M1 Crophone _ = ting hoar ne The: 
e and Bruce babb1 accepting plaug Putting lik y and like 
audience (but p t Bri 8, OM oblivio tS for anoiee.® dunk 
_ It was impossi pre”) Or smoki » And Alan en's °fforts 
higher than Voya rT, 0°, take ye : “18arettes, —°ding ¢ 
Served to hide ee Ts peekin een hen Brian, 
Squinting hig Siren SWollen, 2 0 1b Koiiye Piano which 
Performed a > Screwing up p;. } twitch — 
evertheles. of the audience N Stuck his huge bel 
"God Only a eee Love introduceg cucex 1 
Piano, Brian's heag to, music ito 


Oward the 
ou emerged q ° ‘ Car of 
2 EEE, . eaaven e as there are here 7 may not 
™ pe hoarse," *° SBOP. + Stopes ‘Bruce, you gist 
e be » “ : : ng it, 
suggestine meee with Bruce taking up the j 
aLBe aiie © and Brian sing it ¢ ead (after 
What ae 2 & cold in hig th Cgether). But Bruce 
Pened nex : 
faded the lead was ale quiere 


As Bruce's voice 
Osketh, a recent. 
ke Carl Wilson, 

» dreamy quality, 
one on Jeff, who 


ly acquired support <Wietly by Jerr F 


yet whose voice, 


He became Carl Wi 
ie Seven lson. No, he became 


dience, He 
; the ener fr abi 
their abilities to foie hn om the band members who lost 


- He moved that focus 
belongs -on the music. "God Only Knows" 


: s gth in the song itself took over 
to the immediate pleasure of both the audience and the Beach 


6/5/82 


These days you need a scorecard when attending a Beach 
Boys concert. Although the marquee read The Beach Boys. 
featuring Mike, Al, Bruce, Dennis, and Brian, both Dennis 
and Brian were absent while Carl was appearing with the band. 


This was June 5th at the Valley Forge Music Fair in 
Devon, Pennsylvania, -and what a difference a couple of 
months can make! 


i j the Beach Boys 
i Carl in obvious command on stage 
gens eae again. The ange SEY gana Wigs Re Meliccs 
~ ix songs. "Darlin,— 
aie 3" heath the antes set which included some very 
’ 


Li] wT Can 
pleasant surprises like “Dance Dance Dance," and 


Hear Music." 


Lz 








sO goods 
the 





t, so fogeene? 


Carl 
shat when an 
Their perform” earlier time ® T got a Lump ‘ a 
reminisc™ rT Can e d rehearsing 


and p throué 


+te bread ’ 
s bpelonge 


ror 
in order to uties» 
g between members en oti, BOY of the ue 
r Al to ta Lllent renditions O Me," 
“ “Come Go With vs 
spunky version oO 


peared to be 


ain 
no comprom fo 
ecessary . exce 
It was ae his efforts ma Rhonda, 
so that het Be Nice?" "Help Ue 
't 


j ing, 2 
how's big surprise oo g i 
be Sen » arama pe er concert version 
Del Shannon ‘+ uted a possibly best-ev gh i es 
= re tes! iphave with heavenly 
of "Disney Giro» =“ 
ground vocals. a aan teat ett ail lla wig 
neg. "Surd city” to the upbeat song col ae performance 
Beenie aaa Ene band rolled into a terri 
was right-on | 


A mmer Long." . arl back 
eo _ t thrill of the evening Was eS Eom times 
i ea and noticeably enjoying 1 +. or "way to 
audience shouted, Sa SPeOne URE ie or a point 
go Carl," which he acknowledged with a big § 


i inti j therwise positive 
disappointing note in an oO ; te 
Ro ncert coe fae the Oe aoe oa. ee 
j ort of Carl's return to ‘ t 
Sei the Sineuler contributions of the other two Wilson 
brothers, which were missed. 


ear ee a 


How To Assemble A Beach Boys Re-package _ Brad Elliott 


In March of this year, I received a call from Capitol 
Records' director of merchandising, Randall Davis. TI had 


talked to Davis about a year earlier in reference to 4 
possible "Beach Boys Rarities" album. 


Davis' normal job is develo 


Bye campaigns for Capitol re 
ver, he has assumed reg ibilj : : 
5f Beatles esponsibility for Capitol's handling 


had given him the th good news. The Capitol hierarchy 


S0-ahead for two Beach Boys packages, 


13 


. 1 years, 
Se q been trying to sell for several y 
ich he ha 


re cordings. | 
Wa ee “put compr' pe ee ne ae ates oheiie left a 
0 ue j f the tra t ao as eal 
beher i ? issue LP's 

the other WAS 8 Oe ming of pre-'66 re 

| a 

| limbo by 

| ten songs: 

| 


mpilation 
;ginally proposed the Bg ee Se eats would 
Davis Hee ee ene the group's ae, the next year. 
in 1979; Lee eeLTS catalog ne Flot serve as a kind of 
ravens tree was to ve mnoxineely a year before the five 
Davi a 


er, Davis' 
"teaser, ee ee back in the catalog. Howev 
albums wou 


: d the idea. , ' “ ch Boys 
boss rejectec 1 scored a Top 20 hit with — aS J 
ie eS ee matey of Ege), UO ere “io Ane Gils 
| Medley” in * a BERUAE the Bi te la a the medley 
compl a y in he was turne ° a :. sales toost. 
medley, but aga atalog a substantial s hich to 
tol's altum c : for something on w 
gave Capl was looking fo . ° : id get 
Boe ether gales calipaien and Davis' compilation d . 
peg ano 


the nod. 


4 , Ly 
ilation was to include not on 

ee a ther dare late Sixties ee eee 
hectpest ohne of the early Sixties not a ey 
Mid ed “Bad ase Summer and Spirit Of America. aon — 
cluded a had sifted through the Capitol seit og sae 
BRE ic ather a proposed lineup for the PaGkare - pos 
Bhhee and six from '65 or earlier. His lineup: 


Side 1 - Do It Again, Here Today, Darlin', Caroline No, 
The Parkin' Lot, Good Vibrations 
aac 2 - I Can Hear Music, Friends, God Only Knows, 


Bluebirds Over The Mountain, Vegetables, How She 
Boogalooed It 


Side 3 - Heroes And Villains, Cottonfields, Wild Honey, 
Aren't You Glad, All I Want To Do, Tell Me Why 


Side 4 - Sloop John B, Wouldn't It Be Nice, Keep An Eye 
On Summer, Car Crazy Cutie, There's No Other, Surfin' 


_ the title for the album Was up in the air. 
tions would have teen the odds-on favorite excep 
long deleted Capitol compi 


lation (as well as a W 
| lection) had carried THE title, 


| It Again and I Can Hear Music, 


Good Vibra- 
t that a 


arners col- 
The alternatives were Do 











with the former favored by 
; Davis. 
> e 
‘4 | The "pick-up" LP, as the other album was termed, was 
4 zargely the result of Suggestions I had made earlier for a 
each Boys rarities album. I had Proposed the inclusion of 
| DeeAevel > ace cut from the Capitol reissues of Shut 
4 OWN Vol 2, ummer Long, Beach Boys Tod ; 
Days (And summer Nights). In the meant © Capita, qommee 


Deuce Coupe, cutting two ene, USA, Surfer Girl, and Little 
album tracks were ne {W° Songs 


1 - As a result 12 
were no longer in Capitol's catalog, 
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Lt 
: 1 Dadq " 
Proposag . “Were Sions, Vs. § 
line alm tting the 1, °°omed best 12M "Buly SOY Wing 
um dubbeg Sa .Temainin ef UnayayeeSSion wee 
Side 1 _ surfin'. th 8 pracks into sable. pith 
B3 Surfin? 1neup 2 new BVig 
1g Chane ¥ Bue *udge 
Side 2 _ i, Car Crazy Cut The Park ' 
Mind, Cosine cae Parks ys *n" Lot, Cary: 
Old © Clock, Cust Maco? l'g 
achi ; B 


request I was my assist 
onl ance 
Several months We tal ee aPey = oblige me Li al bums a 
ri 


My immedi 

. ate r . 
ec 

to D son and the arrangement 
avis a chronolos “IE Of thease 5 


2Y, Sloop John B e Nic : de of p 
a Side of Smile material (Cuca ee Here Today, Carotene’ 


lains, Vegetables, Wonderna. pv tbrations, Heroes And hie 


a Side i ur Pr ; : 
Aren't You Gig one 279 “riends tenet (ity gene’) 

’ e 
Be Here In The Morning), as gro oRalooed It, Friends, 


Tm fol : and a side of 20/2 
gain, I Can Hear Music, Bluebirds Oven Mie, Sawn 


A : 
di a i Want To Do, Time To Get Alone, Cottonfields), 


Davis rejected such 

; an approach, f i i 
Sibly hurt sales by grouping together gk ne ae eae 
particular alb State ee MOM 
pa album. If Six Pet Sounds tracks were Spread 

roughout the compilation rather than grouped on one side 
then the large overlap between the two albums would not be 
So obvious. If it were obvious, Davis believed, then there 
would be a better chance that a Pet Sounds owner would de- 
cide not to purchase the compilation, or vice-versa. 


Also Davis personally prefers compilation albums of 
mixed style and tempo. 

Undaunted, I felt there were other improvements that 
could be made. Interspersing pre-'66 tracks among the ee 
Sixties material, as with “In The Parkin ag Me ‘eg 
was not an idea I:liked. There 1s too much dif eect 
style, I argued. Davis was adamant about the in 


sed at least grouping 
"66 tracks, however, ae “hers Uae already had four 


pre- ; 
e fourth side ; reed 
oe het oe eal merit in that suggestion ane We easily 


when I argued tha 


settled on "Then _—- 
. sng all the ‘'oid1 sn order 
peer PS oe On the other ah des e 
gled the ' irst cut to las”. he transition 
them flow ri one to ease t Similarly we 
You ane eee to "Good Vibrations. 
"Caroline 
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IT Kissed Her" as a4 


s' on the fourth side we jug- 





lineup’ ; . 
eee Here Today, Darlin', Caroline No, 


in, 7 
4 - Do It Agal d Vibrations. 





= Goo 
Aren't a go ae Music, Friends, God Only Knows, 
et Oe adi Over The Mountain, Vegetables, How She 
ue 
It . . 
Boogaloo” And Villains, Cottonfields, Wild Honey, 
Side 3 =a Be Nice, All I Want To Do, pEooe smn B 
are then I Kissed Her, There's No, Other, - sur -*, 
joe ten Cutie, In The Parkin' Lot, Keep An Eye On 
ar 
Summer 


e 2 k 
vis started the in-house paperwor 
Bg album's actual release. it ci r 
+ real stumbling block was encountered. 
pet Oe ie ile was a letter from ee ee ae 
‘cher, and owner of the group's irst re- 
i [ae Capitol’s inclusion of "Surfin'™ on the 
oie le The legal implications were intrigu- 
: ission been necessary or was it just 
ae urtesy? Could ly release "Surfin'" other 
ehan on Surfin' Safari without obtaining permission? _No 
one knew the answer, but it was deemed best to leave it off 
both the compilation and the 'pick-up' albums. 
s were needed on both albums. ene 7 
i i 3 sla | ha 
ble album it was easy. Since the first phone ca : 
been pushing for the inclusion of several tracks: "I'm Wait- 
from Pet Sounds, one of my personal favor- 


i For The Day" ; one 
ae "Tl Was Made To Love Her" from Wild Honey; Time To Get 


Alone" and “Our Prayer" from 20/20. ‘My intense lobbying 
paid off; Davis agreed to include "I'm Waiting For The Day." 
To be fair, however, the track was at the top of Davis’ 

own list of alternates when he originally conceived of the 


album. ) 

Deleting one of the pre-'66 tracks (Surfin') meant the 
concept of an all pre-'66 side would have to change. Davis 
and I agreed we should still close the album with the ‘'ol- 
dies,' but we wanted to ease into them from the rest of the 
album. We dropped "Car Crazy Cutie" and rearranged the 
fourth side as follows: Sloop John B, I'm Waiting For The 
Day, Then I Kissed Her, There's No Other, In The Parkin' Lot, 
Keep An Eye On Summer. 


__ The first two sides were left untouched, but the third 
Side would need one more track, replacing "Sloop John B" 
meen was moved to the fourth side. My choice was "I Was 

ade To Love Her," but no real decision was made at the time. 


With "Surfin'" thrown off the 'pi ' j 
| pickup' album, Davis and 
pevere left with a quandary. None of the other cuts were 
& enough to carry the album title-wise. Davis had pro- 


L? 


Replacement track 











thought th j , 

: at it w 

Restle ages ould 

Pick-up' album. Davis mcrae excellent title 
as 


be 


medley, adding th j 

E at it wo 

naan ee was the album title: 
y Vavis and I began juggling the lin 





Our first decisi 
first Sion was to move "I ; 
Paces tie ee niall a The das aa nee ies to the 
Ni ue secon side W " Was un- 
ice," and to close the third side (iis cosh peed ae 


had earlier moved "Sloop John B") we reinstated "Sloop, 
oop.” 


On the fourth side we 
= We L returned to the id 
ph Dees eo sane. It would now be opened is Ue WED etueet) 
Ns aioe sat 100 long) » followed by "Then I Kissed tere 
a s o Other, In The Parkin' Lot," "Keep A "bie ot 
ummer," and "Do It Again." eee Sa 


The new medley was the res ibili 
ial ponsibility of J i 
the Capitol A&R man who had assembled 1981's aitieate 
Working quickly to meet the deadlines imposed b planr 
June iL. P j ; Ye 
release, alladino produced the second medley within 
weeks. Lasting 3:50, it opened with "Little Deuce Coupe," 
and proceeded through "Little Honda," “Hawaii,” "Dance Dance 
Dance," “When I Grow Up," "Be True To Your School," and "Do 
You Wanna Dance?" Palladino even brought in drummer Gary 
Mallaber and a bassist to provide a steady rhythm under the 


entire track. , 
But in late April Capitol's promotion staff informed 
Davis and Palladino they would not be able to push a medley 
single. Radio stations were too resistant now to medleys. 
The new medley was shelved and Davis was directed to in- 
clude instead the hit medley of the year before. 
j ‘+h the medleys I continued 
to dence ee eS *soid nature of — Lieto “7 
‘on. Ll felt e most oD- 
lection for the double LP collection eee ae eollowed ab 
vious out-of- The more Raye 
some distanc 4 lineup, the more he. 
the tape oO ‘ prope Lineup, in The Parkin 
In The Morning." 
*701 of the album, we de- 
To further hizoid rere. '66 tracks with the 
sided to smveemete YS renee be too atftioult, OO. 
e album. . ; later tracks in 
rest of th ad Her" held up n res eadh BOVE Par 
a production ooser’ than some smiley — 


"T Can Hear Musics 








cut, was no n "Here 


tracks- 
The £1r 


st side was teft as iss 
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“posed, and Davis quickly agreed, that we include the 










you Glad," and 





3 " "Aren' + is sf 
. ew of oline Nos F aced Blue 
Today . " "Darlin: m Be ad second side we Terr tows : 

"Good Mare eT ee tg No Other. SS a ‘Only Knows » eo" vege- 
pirds" es me Be Nice," "Friends, me d “There's No Other. 


ee “How she Boogalooed ots th "Then 
ta , " e wi iS 

: ide we replaced Sloop Jonn Pyiains," 
On the third Sl sde became! "Heroes And i " 


: The sl y wT 45 For The Day»; 
ae esas,” "Wild Honey oa eT Hee Jn 
Med Oo O Do w and ue en : dle 
WALL Wi Want To . ld end with the : me y 


ded the fourth s 


Davis dect caegit 
Prat kind of Tene t of traditional sounding oat a 
that he ty Summer" an "Do . 
oe ect S tere An Eye .t remaining cut, would Lead He Seen 
John B the FOLLOWS # "Sloop John Bi.” | Be eee ie 
ee "Bl ebirds Over The Mountain, " "Keep An ye 
"D : oath " and "The Beach Boys Medley. 

Ee oy oF i nt of "Keep An Eye On Sum- 


was the plact™™ stion from "Blue- 


nly worr a 
al i felt, and still feel thant, uae “- — +, and also 
ees: iy "Keep An Eye On Summer is too abrupt, a" 7 

birds" to Ss " +o "Do It Agalne ar- 


An Eye On Summer - ; "tT 
j so with, say, 
ee eee, ® Then I ar- 
i the medley- 
Laci "Keep An Eye On c ye é 
I ag coun eienmente but was not particularly upset. Keep 
An Eye On Summer" has 4 beautiful Brian 
In the meantime Davis had decided he would not use any 
of the Surfin" Safari tracks on the 'pick-up' album. The 
opinion had been expressed that Capitol, from a legal stand- 
point, might not be able to use "Surfin'" except on the 
original: 12-trac Its inclusion on a 
in violation of the 


140-song version o 

agreement represented by Hite Morgan's letter. Instead of 

playing with possible illegalities, Davis decided to argue 

for restoring Surfin' Safari to its original 12-track form. 
I pro- 


That left us with only nine cuts, -and no title. 
"never- 


on-an-album' (at least in the U.S.) single version of "Be 
True To Your School," -and title the album after it Far & 


+ ane . F 
af a gle a preparing both the compilation and 'pick- 
Tae mae pone was also coordinating the release of a 
Roacd hin iin le album. In his initial call to me I had re- 
Meet aut one of Capitol's original Beach Boys albums 

3 of print, -Beach Boys Party. Acting on my sug-~ 
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I argued stron 
Sly against 
On any of the albums, and Davis Sietahec rechanneleg 


m 
S are available in orn ie though 


So qd 
difficulty ; 
4. ° 
he budget for Be ten 
. necessary work nesta 
Slons of the mono track a 
stereo tracks, the ee. a pare SELENE olf L true 


The double album com 


ter entirely. Because th Sidered anothe 
: : e Yr mat- 
top line, the effort was m fa ae GOA be a part of Capitol's 
stereo tracks with mas senda. of 
(An interestin ee 
€ note: John Palladi ; 
mappeecessary mono master for "Do It Assine® Unable to fing 


Mono. He also faded the album 20 version back to 
e P track 5 
workshop fragment tagged onto the ad Ghee ee 


an exact copy of the mono single.) reby producing 


° Davis 
d with I Can Hear Music. Ideally, 


t 1 with Endless Summer iri 
America. I Can Hear Music dia not, and it took Ada Sate 
Music editor Don Cunningham to prompt action on changing 
the title. In a letter to Davis (prompted by a telephone 
conversation with me), Cunningham suggested California 


Dream, one of the individual album titles fr 
Records 7-LP boxed set. ae ne 








Davis thought California Dream was too ‘localized.’ We 
contemplated dozens of titles including variations on exist- 
ing titles. My choice was Sunshine Music, another title 
from the World Records set. Davis joined my suggestion with 
Cunningham's and Sunshine Dream was born. (A tip of the hat 
goes to Peter Reum, who selected the titles for the World 
Records set.) | 


The cover artwork on the released Sunshine Dream is 
something of a disappointment to both Davis and myself. 
Davis' original concept had been based on the back cover 
of Friends, -the setting sun on the water. Davis wanted 
a brighter but still setting sun. He envisioned girls laz- 
ing on the beach in the foreground with a few swimmers and 
surfers. The scene would stretch around to the back cover, 
where the beach would be tordered by a parking lot with the 
usual beachside activity and hot dog stand. 


We even talked about sneaking the truck from the Surfin' 
Safari album cover, complete with Beach Boys, into a far 
corner of the parking lot. The overall effect would be 
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fun." Unfortunately; some- 


‘fun, tune tist was 
— ae? ist in the instructions to the ar 
thing of . 
: r touch- 
Lome Sunshine Dream were mino oe 


: an in ne z : 
hg ee yer aan was ree gue cea producsné onfields" 
s ng was swappec 
‘muddy' sound. Also that se third side. 


smoo +h As of 
to produce 4 ; es by June 10th. 
The three albums were 1n Oe ean had sold 62,000 copies 


: Sunshine 
he first week in ved a's top 200 LP's. 


ena charted in Billboard's 
Don Cunningham 


Song Scrutiny: Sloop John B 


i + maintain, above 
be a folk song it mus ee 
: rsp of the common Man. The topica 
all things, 2 P® ed in folk songs are many a 
elements tha ton balls to nuclear bombs. However, Som 
ied, from cotto themes treated by folk songs 


: . f 
ounting oO . Folk songs will tell O 
veale a much more modest number Over and the inheritance 


: the everyday wot : 
zne ag ie don't ordinarily extoll the oe gee 
of the meek, They will talk about labor and love, 


pie tax. a ai iti hilosoph put always from 
ili litics and philosopny,; | ; . 
pit ty Sn e colnt bf the common laborer, with his frailty 
and humanity and destiny. « taeenies 
he Be j face o ards 

rig of humility and humor in the < : : 1 

Boe ecintt that is contained ge ig Se ee ee 
folk song. "The Wreck e Jo B 

ae ager early years of this céntury and which goes by 
many names, is clearly such a song. 


o k Of The John B," or "The John B Sails," or 
Fei oon doa 8" can be traced back at least to the 1920's. 
Carl Sandburg had something to do with its acceptance as a 
popular folk song when he included it in his anthology The 
American Songbook in 1927. My copy of the Kingston Trio do- 
ing "Sloop" cites Carl Sandburg as a co-author, yet the ac- 
tual author remains unknown. 


In the 1950's, the Weavers (featuring Pete Seeger) 
brought "Sloop" to national attention, and it has been a 
staple for folk singers and folk groups ever since. An ex- 
cellent version by the Kingston Trio stands perhaps as the 
classic rendition. 


The Kingston Trio: a trio of male voices; one of the 

more popular folk acts of the 1950's-1960's: Alan Jardine's 
favorites. The great success of the Trio's versions of folk 
Classics was due to the excellent qualities of their voices 
as well as their smart vocal arrangements. Al Jardine wanted 
the Pendletones (or whatever the fledgling Beach Boys were 
called in 1961) to be a folk group. Fortunately, perhaps 
“a talele E Brian Wilson's Beaoh Boys did not persue Alan's 
Odest concept. As it turned out, Al had to settle for a 
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ups. 









rock Sroup with 5 


and leader w; 
of rock o ee 


e a 
rious folk influences 


Vision : 

Yr folk or whetteye *ranscended giapetttec 
S 

and the fact het aoe for the ; 


" 2 mu 
Sloop" are not is hes ion we 


° &. For ; 
at especialy instan 
some of the vocal ree ytevenents 
Bi 


Kingston Trio's Y Sens "Sloop Johny Be 


e 
it wag fully e 
ous instrument aS given a rock 
ui beat. ; 

Of 'serj ' rom folk mus; Production hi : eG 
lous orchestral mMigiie but APProached trent Only 

Fenre 


: "Sloo J 

John B.* th = Conscious purposes. «= P John B," Se 
low-key — Kingston Trio choice Yolk: The Wreck Of The 
or in folk lyrics. The tition: une, tradition of 


By changing the titi 
: € to simply " i 
Wilson surrendered that joke. Tt Ree Spe ee ive Ee 
a 
mor of folk renditions and given it th ene solksy hu- 


ambiguous meanings associated with popular song 


Is the song about the boat, the Si 
c ; oop John B? Ig j 
about the ship's voyage? Is it about Sailing in Seneca 
Is the whole experience metaphorical, or is it a fable, or 
1s 1t to be taken at face value? 


_ In the only significant lyric change, Brian, where the 
original song had the lyric "This is the worst trip since I 
been born," substituted the dubious line, "This is the worst 
trip I*ve ever been on." The second meaning of a drug ex- 
“perience, although only slight, helps make "Sloop John B" a 
different kind of song, one which should not only be taken 
at more than face value, but should also be searched for 
evidence of values considerably different from those derived 


from pure folk versions. 
The calypso rhythm of the Trio's "Wreck ile Nein 
strikes the listener as a radical departure 


i ies 
familiar rock beat of Brian's arrangement, yet this Oo on, 
the strong similarity, in terms of structu 


tween the two recordings. 
Zs 









procuction i! 
definine ned way back. - unobtrusive s 


and ove : 2 step 

jump to the eee note. 

e tonic ae fifth, and back to 
to 


again. 


e to the elongation of each 


d 
hm results du ‘ might have appeal e 
alypso rhyt bass figure ey 
A calyP Such a simple ‘surf songs. indeees 


*nitial tonee , nell 
to Brian Gee ST i ° Why Do Fools Fall In Love 
he covere y 
eschewed 
Pee ta threernote bass. Two Ane 
reative impulses, however. = 
bass line was evidence for 


: t 
: rhythmic arrangement. | 
melodic and " 4g ever-changing. From a loop- 


ine on “sloop Z ; ; 
j ee enated jnitial appearance, to a ee at sae 
aa 5, modulations tn the verses, to the fasts ae 
pe the end, the bass becomes a colorful main che 
fer in ‘the \ ctave leap when it 


i one. Note especially the o : 
Fee inte the first verse, from low a-flat to high a-flat 
(the song is in a-flat), -whereupon the bass plots a serpen- 


tine course between those notes. 


Overall the bass runs have a descending character, and 
that is important. As the bass moves downward the voices 
move upward. When Brian was laying down the instrumental 
tracks he used a keen sense of how the bass would be a coun- 
terpoint to the voices, which would be added later. Unlike 
guitars and percussion, the bass guitar approximates the 
timbre of the human voice and is perceived to be in an im- 
portant juxtaposition with the actual voices. As far as 
Bee poy cones: usually the bass comes across, on the whole, 
pecially the filerttc. Onli eee ae ee erg af 
which Brian understood early i oe A a Pee 


more cree 
B" Brian s 


(As an example of a B i 
each Boy song in which the voc 
movments have an overall descending character consider "Godn' 


e Johnston production. The harmonies are 


» but that special r i i i : 
absent, and probably oe mec ee with the bass is 
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To further consider Brian Wilson's — : 

it is convenient to place the Sencm-OsUmacke tree Of "Sloop" 
track (either your fifty dollar original or Lhe dee 
release)., -on the turntable. The quip on the sl ater British 
British reissue has always impressed me. In site oe the 
justify this release of only instrumental track empting to 
worth of songs the writer states, "Have you ev S to an album's 
yore pe without the vocals?" Enough said. Bria heard 'Sloo 
track to "Sloop John B" is a tour de force rian's backing 2 


In recording "The Wreck Of The Jo " : 
did just that -they recorded a song. a Kingston Trio 
idea, in recording "Sloop John B," in the aH ly from that 
Spector, Brian Wilson "made a record." Also er of Phil 
of Phil Spector, Brian made a phenomenal =e the manner 
ference between creating a song and creating a id The dif- 
stantial, and it is crucial to an understandi ecord is sub- 
tance of Brian's work. ng of the impor- 


Many of the popular songs cowri 
have become so-called iatentanier" Miose Wnotee ane Hart 
by two gifted and skilled songwriters come on eae creations 
works of art whether performed by Judy Garland ° as pure 
Dion DiMucci, or whomever. The important fact I rank Sinatra, 
state is that Rodgers and Hart created great son ae 
fappen to be songs. that are’so good, and are wettton in guon 

at innumera j C 

oO GREE « e recordings of them stand up to criti- 


When Brian Wilson was in the studio c i " 
B* (and when Spector was creating "Be My ban ihe oo sone 
making a record. The actual recording of "SloopJohn 3" 
that is, the entirety of the production, -is what should 
come under critical scrutiny. The same goes for any so 
on the Pet Sounds album, and any song conceived of by Bri 
in terms of total production. - 


I recall when Brian was once asked whether he thought 
Phil Spector actually helped to write all those big hits in 
the early Sixties. Brian's answer was insightful: he said 
that he always felt Spector had to write those songs for 
them to turn out the way they did. In other words, "Be My 
Baby" was written in the studio, under the direction of 
Spector, as much as st was written by his collaborators, 


Greenwich and Barry. 


And so the same can be said for "Sloop John B," and 
"Good Vibrations," and "Let Him Run Wild," and the entire 


host of Brian Wilson studio creations. He wrote the melo- 
dies the counter melodies, the third and fourth and fifth 


harmonic vocal parts, the bass part, the tambourine part, 
etc., etc. When you speak of Mozart creating his Jupiter 


symphony you don't speak of a few melodies; he wrote every 
part, for every instrument. Why should st be any different 


when discussing Brian Wilson? 
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Here is a reason to explain why it igs So diffi =I] 
cult 


other artists to cover Brian Wilson/Beach fo 
not enough to sing the lyric and oe toy Tones. It ig 
must approach the total production of the ore You 
ing or risk the loss of the original musical and emo gord~ 
OTlonal 


result. 


To cover “Sloop John B" in a roc ‘ 
smart to begin with Brian's flute bates US oe would be 
nautical whistle). Then an array of gentle oysquemer of a 
weave his special tapestry of sound around (ee aks shoul, 
chord, with tinkling percussion holding the ns Opening 
couple of bars bring in Brian's inspired hae os After a 
snare beats, followed by some quick cymbol a Some sharp 
the guitars. After a few more measures increa More €6ho sh 
of the guitars and various bell sounds. Intvods the dynamicg 
ming. After a few more measures bring in th uce more drum- 
percussion. © whole army of 


Do it all just as Brian did: everythi 
tion, nothing drops out. Like Ravel! a Belewe ae 
a regenerating cycle, growing constantly throuch : Song is 
dynamics and the gradual addition of textural Slane 
Es 


an. introduc. 


"Sloop John B" does not have a midd i 
the middle verse ("So hoist up the John 8 oe eae 
repeated twice more in the song so that it becomes he 
us.' In the absence of the written-in musical plot th Chor- 
middle eight offers, Brian Wilson creates musical hed eh 
production and arranging techniques. The preceding naman 
graph described the dynamic building progression which Bri 
creates with an all-out production-assault. He achieves an 
enen greater plot development using the voices of the Beach 


Boys. 


It goes like this: first verse ("We come on the..."), 
Brian is singing alone; first chorus verse ("So hoist up 
the..."), Brian sings lead supported by Alan. (Alan sings 
the tonic a-flat melody while Brian starts on c-natural, 

a two-part harmony, by the way, which can still be witnessed 
in concert.); second verse ("The first mate..."), is sur-. 
prisingly taken by Mike Love; second chorus verse ("So hoist 
het has a whole bunch of voices supporting and answer- 
ing Brian's lead, and 5+ ends with an a cappella counter- 


I i this world; third verse ("The poor 
i ay ae enson ein e more but with an 
ese ’ 


has Brian singing alone onc t 
ethereal harmony above hin, -~and he ques he oe ee 
("This is the worst trip.-- thir 


") to Mike; 
("So hoist up..-")> 


everybody sings and fades. 7 
I have always held a strong sense of "Sloop John 


pella counterpoint 


ilding to a definite peak at the a cap : en 

ee the second verse; — when fading 26011 omendous, feel 
‘ves at this pivotal spo that the 

ing of musi of musical pp ar ie uevortunately: 


ing of musical MREeHey) 2 on 
a cappella part is a natu ’ 
it fe er idonitLy too difficult to repro 


it is perfect: 


duce in concert. 
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the rela Lor oss 

poked a be called 
i The age Rs 

"Sloop Jo " 

-~ no grea 

: and 

sub-genr . 

iv was ‘necluded music by Bob 1 Y , 

ome, ata many others. This new form implied 

te he folk tradition, but 


; pathetic to t t 
a lyrical eoneeee aon sound. Is this where “Sloop John 
io bably not, -even if Brian Wilson conscious- 


k in mind when he produced the track. 


: " B" is not simply a hybrid of musical 
Brian's oe ote bis, "Sloop John B" uses various mus1c— 
as influences. These include the ubiquitous, 
Eeccesots appeal. of traditional folk music, the exciting 
ahaa and the creative depth of serious 


, f popular music 
pow eressive music, put there are others. In this way, and 
BT One with most of Brian's successful records, “Sloop John 


B" created a new and unique musical genre which remains, 


today, unnamed. 
For lack of a better name, Brian calls his music ‘rock.' 


Unfortunately, that term remains too generalized, more often 
confusing the characterization of songs rather than defining 
Until a unigue name surfaces for music 


them in a helpful way. 
which is made of rock and folk and jazz and pop and progressive 
and whatever, we must necessarily quote each of these forms 


-as in the case of "Sloop John B." 


Cover Commercials Mike Bocchini 


One day I was explaining to my class the notion that 
a society needs to experience seasonal rituals like the 
harvest fest or the May fest. To experience the passing 
or arrival of a season in a common and consistent manner 
confirms the continuity of nature and society and makes 
everybody feel a part of something larger and more lasting 
than himself. As the class suggested rituals particular 
ue America, such as Thanksgiving and the Fourth of July, 
Cet teohena: the presence of Beach Boy music on Memorial 


_. How else would a person know that the summer had ar 
ee Even the F.M. side of radio plays the music. The 
rao, -OyS mean summer to most Americans. Their sound has 
aha ae a shared generational experience, -parents, children, 
3 oon grandchildren will respond to this image of summer 
That's tbe way and on the same day across an entire nation. 
Th ike knowing what everybody is eating on the last 

ursday in November. 
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: image reaches that level of commo 
Th, Ameya Ee eine ee come to expand its earning " 

SS ee ar diew months, guess who'll be reaching out ang 
, power: emeone for Bell Telephone. Are there any among 

touching ett know who runs or flies through airports for 
us who watat in rent-a-car? Are there any among us who 
a ty nce what soft drink has co-opted twenty years of 
cecal means fun, Beach Boy, surf, sun, fun, and bikini 
one See, -it works. 


ocals in these commercials only approximate the 
eet ioe the lyrics only approximate the originals; put 
the images, -the waves, girls, guys, sun, and surf, -they're 
the real thing. The word has become flesh. 


e commercials have become 30 or 60 Second pop ver- 
Sea ot all those old Annette and Frankie beach movies. 
They have a simple plot, beautiful girls, and ‘almost: 
Beach Boys music. These things are fun to watch. And if 
we identify a soda with that fun, we're just being 


con- 
sumers and we have to drink something when the temperature 
rises on the beach. 


Recently, other companies have tried to capture those 
twenty years of good vibrations in order to sell products, 
tut with little success. Who will remember the Pontiac 
"Fun, Fun, Fun" or Honda's “Help Me Honda" cover commer- 
cials? The music may be right, but the images are all 
wrong. These are not Beach Boys songs come to life, these 
are just commercials using the Beach Boys' sound. Rhonda 
may rhyme with Honda but that was never the point, and 
trying to sell a Pontiac by using a song which is about a 
T-Bird makes very little sense. 


The Tropicana "Chugger" cover commercial might make the 
grade. Although the water looks to be that of a lake, the 
girls suffice. The lyric “Wouldn't it be nice to chug a 
Chugger" is a lot to overcome, however, even in the field 
of pop music in which the listener expects a nonsense 


lyric now and then. Face it, -most people don't identify 
"chugging" with a fruit juice. 


Terry Peigh of Foote, Cone, and Belding (the ad agency) 
steceoted Bosco: he tapped the source, the shared image. 
He didn't just use the music, he enhanced it by bringing 
it to life. Like the records, these commercials come to 
life in the early spring and are with us until the eunmee 
ends. The perfect blend of a seasonal product, a season 
sound, and for most people, a seasonal group. 


With the advent of video tapes, video discs, — an 
music channels, more and more rock is being produce 
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video as well as audio. The Beach Boys have already capi- 
tolized on this trend with their Home Box Office recorded 
concert and their Spirit Of America, July 5th concert. The 
Sunkist ads will bring an extra dimension to the Beach 
Boys' future video catalogue. 


Seeing the Beach Boys fat and forty on stage undercuts 
the images found in the music and reminds some of us that 
we too were young when they were. In the specials, the 
director often cuts away from the stage to show those 
(mostly female) in the audience who fit the Beach Boy 
ideal. The ads are free of such ambivalence. They remove 
all hints of mortality and return us to the world of 


Beach Boy myth, allowing the Beach Boys and us to be young 
again and forever. 


The ads will be something for us all to visualise via 
our VCR's and wall-sized TV's when the slight chill of 


spring first becomes the warmth of summer in our American 
summer ritual. 


Rare Tracks: Pre-Smile Tapes Brad Elliott 


In the last issue of Add Some Music, to begin my tenure 
on this column, I wrote about the most legendary part of the 
Beach Boys' unreleased catalog, the Smile recordings. This 
month I begin a chronological discussion of the other unre- 


leased recordings by the group. In this installment I'll 
examine those recordings that predate Smile. 


The oldest known "unreleased" recording of the Beach 
Boys is a fragment of a July 14, 1962 broadcast on radio sta- 
tion KOXR in Oxnard, California. The short tape is a live 
remote from a local shopping center where the group is play- 
ing. The tape starts in the middle of the group's perfor- 


mance of the surf instrumental, "Mr, Moto," after which 
Brian is interviewed. 


The 20 seconds of "Mr. Moto" are nothing special. 
Other than giving an indication of the music the group 
played before it had a track record of hits, the song only 
proves that even then Carl was a capable lead guitarist. 

The tape's real value is in the interview. Brian demon- 
strates a sense of humor (when asked what the group's big- 
gest record is, whether it's a 33 or 45, Brian replies, "865 
I think it was") 


and reveals that the group's next single 
Will be "Chug-a-lug." 


Chronologically, the next unreleased recording known to 


exist is Brian's "Gonna Hustle You," an old version of which 


was recently pressed on a new Australian bootleg EP, Cali- 
fornia Collectors series, Vol. 3. 
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"Gonna Hustle You" was initially written by 
Bri sgt oe Norberg in a very rough form, this early demo 
ek see available is a complete version, -containing just 
a ut everything that the later Jan & Dean version offereqd- 
sueges ting that this has the involvement of Jan Berry, who 
helped complete the song. 


‘an sings a precious falsetto lead accompanied by two 
dackenoun singers, guitar and bass, and drum and cymbol. 
This demo contains the line "Little girl it's overdue..." 
in the third verse, and makes no mention of a "new girl in 
school * 


Related to that song is an unreleased Jan & Dean recorg- 
ing, "Get A Chance With You." It is a rewrite of "Gonna 
Hustle You," in fact, the first rewrite after Liberty reject- 
ed "Hustle" as too risque. The only change is in the grou 
singing "get a chance with you" instead of "gonna hustle you," 
However, for some as yet unexplained reason, the song went 
through one final rewrite -to "The New Girl In School." 

Brian sings back-up on "Chance." 


Three Honeys tracks date from late 1963: "You Brought It 
All On," written and produced by Brian, "Make The Night (Just 
A Little Bit Longer)," and a remake of "In The Still Of The 
Night," both produced by Nik Venet. In a future column on 
unreleased Honeys and American Spring recordings these tracks 
will be discussed at length. 


Several of the known unreleased tapes from the early 
1960's are live recordings: three songs from a January, '65 
show in Sydney, Australia; "Little Honda,’ from the August, 
'6h Sacramento concert recorded for Beach Boys Concert; an 
entire November, '64 Swedish show; finally six numbers from 
a 1966 French concert. All are recordings taken directly 
from the PA system. 


Of the three Australian numbers, "What'd I Say," a Ray 
Charles tune, has been released, but only on the Australian 
Rarities album. Since that LP is now readily available in 
import shops, there is no reason to dwell on it. Is is suf- 
ficient to say that the song is exciting, with a great Brian 
Wilson lead vocal, and surprising saxophone from Mike Love. 
The other two Australian recordings, "Papa-Oom-Mow-Mow" and 
"Little Deuce Coupe," do not differ markedly from their ver- 
sions on Beach Boys Concert. 


The reason that "Little Honda" was left off Concert 1s 
immediately obvious. At the beginning of the song (the con- 
cert opener) the level on Mike's microphone was set too lows 
his vocal is almost inaudible. The song is full of energy, 
but suffers from an inconsistent tempo. The choruses are 
performed at about twice the tempo of the verses. The sone 
is also marred by an inordinate sampling of crowd noise. 

The best thing going for the track is Dennis' ferocious 
drumming. 
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eR AS ID LE AN TET TLE IT IE ASIN 


The Swedish tape is outstanding, its quality very close 
to the Concert album. The majority of the songs are du- 
plicated on Concert ("Fun Fun Fun," "Papa-Oom-Mow-Mow," "Lit- 
tie Deuce Coupe," "The Monster Mash," "I Get Around," and 
“Johnny B. Goode"), but the songs that aren't, for the most 
part, are great performances. These include "Surfer Girl," 
"Curfin' U.S.A.," and especially “Don't Worry Baby." It is 
best to forget about "Louie Louie." 


"Surfer Girl" features a beautiful Brian Wilson lead vo- 
cal, complete with falsetto highs. Unlike his singing to- 
day, he hits every note perfectly. 


"Surfin' U.S.A." includes a torrid guitar solo, far 
hotter than that on the original studio recording. 


The high point of the show is "Don't Worry Baby,"- with 
Brian handling the lead vocal in a crystalline falsetto. 
With a jangling lead guitar from Carl prominent on the ver- 
ses, it is doubtful "Don't Worry Baby" could be performed 
any better. 


The tape from the 1966 World tour is interesting, both 
for its value as a document of an early show without Brian, 
and for some of the songs it includes. “Help Me Rhonda," 

"I Get Around" (with Bruce singing the falsetto), and "Papa- 
Oom-Mow-Mow" are standard fare. The medley of surfing and 
car songs is interesting in that the group is already con- 
densing its earliest hits. -Only the opening line to 
"Surfin' Safari," the first verse and chorus of "Fun Fun 
Fun," the first verse and chorus of "Shut Down," three ver- 


ses of "Little Deuce Coupe," and the opening verse, guitar | 
solo, and final chorus of "Surfin' U.S.A." 


"Surfer Girl is a true group vocal and pales in compari- 
son to the Swedish performance. The real item of value here 


is "You're So Good To Me," a rare live number. Alan capably 
fills in for Brian on the lead vocal. 


Studio outtakes from the early 1960's undoubtedly exist, 
locked away in the Beach Boys' tape vault, but they are rare 


indeed. Those that are known are usually alternate versions 
of released material. 


Alternate versions of "Little Honda" and "Girls On The 
Beach" are found in the soundtrack of the film, The Girls 
On The Beach, although the differences between those ver- 
Slons and the released versions are minor. 


a One unreleased song that is not an alternate version is 
Karen," the theme for a 1964 television comedy starring 
Debbie Watson, Although written by Bob Mosner and Jack Mar- 
Shall, the song has the sound and feel of a typical Beach 
Boys recording of that era. Mike sings lead, accompanied 


by the others. For more on this track see the review of the 
Hawthorne Hotshot 


: S bootleg double EP in the December, 1979 
issue (Vol 2, No 4) of ASM. 31 
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t interesting unreleased material from the e 
iotiy dee tape of the vocal sessions for the "Do You Wana 
Dance"/"Please Let Me Wonder" single. In this tape the in- 
dividual vocal parts have already been "dished out," go what 
we hear are a number of takes for the final vocal track, 


ape begins with in-studio chatter among the Beac 
soya und engineer Chuck Britz as Britz cues up the alpaaee 
recorded instrumental track for Please’Let Me Wonder," 
"Quit screwing around, " Brian orders the group. "Quiet, 
quiet," urges Britz. And right on cue the group starts 
singing, “Aaaaah, aaah, aaaaa, the backing vocal for the 
song. Without the lead vocal, the backing vocals (egspe- 
cially Brian's high leaps), are revealed as incredibly 
beautiful and complex. 


The first take is not good enough and stops midway 
through the song. “PUG more emotion in the background," 
advises Britz, "You're coasting now." 


The second take is deemed inadequate early on: "One 
more," shouts Brian. 


Take three sounds ok to my ears, but somebody apparently 
found something wrong. "Do we have to go from the top?" 
Alan asks. "Aw shit," says one of the group when told they 
do. 


The fourth take is blown immediately. "This is not a 
screw-around period," Brian lectures the group. "Make it 
real clear on your intro, Mike," instructs Britz, "You were 
fuzzing last time. Make your words...you know, your aah's 
real clear." 


The fifth take is letter perfect, made even better by 
whoever mixed the tape of the session. Midway through the 
song the instrumental track is mixed out, leaving only the 
group a cappella, singing, "Please let me wonder (if I've 
been the one you love)/ please let me wonder (if I'm who 
you're dreaming of)/ please let me wonder, lo-ove." 


Breathtaking, but no more so than the following "Do You 
Wanna Dance." 


Concentrate now, Dennis," says Britz. With the instru- 
mental track again mixed out, Dennis launches into his only 
hit vocals "Do you wanna dance and hold my hand/tell me 
baby I'm your lovin' man/ oh baby, do you wanna dance?/do 
you wanna dance under the moonlight/hold me baby all through 
the night/oh baby, do you wanna dance?" Then, with the. 
force of a small explosion, the rest of the group jumps in 3 
behind Dennist "Oh, do you do you do you do you wanna dance 


rail recording the lead and backing vocals at the same 
ime 


The first take is soon aborted, however. Britz: "Brian, 
on your pick-up before the chorus, make it a little louder. 
You're missing that first letter, that first word, ‘aah. 


a2 
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The "Don't Talk" tape is from the recor 
the track. amie neeud Eee instructi 
bled musicians: "Now, you know, there's a pick-y 

kettle just before the last...you know toe ik fle Frente? 
It's in the last bar of the bridge, man...I mean the chorus 
you know." The musicians play the track once through, Chuck 
Britz calls for a second take, but the tape ends at that 
point. 


ding session for. 
ons to the assem- 


The second take includes the instrumental track, not yet 
mixed to its final form. Under the group's vocals can be 
heard all manner of instruments obscured in the released mix 
-various percussion, as well as a'ringing' plucked instru- 
ment (a mandolin?). 


Carl's lead guitar is mixed more to the front, totally 
dominating the instrumental break. At one point Dennis 
jumps in too early after a chorus, but Brian quickly coun- 
sels, "It's okay, we can cut it out." 


Following that is the same take, but with the instru- 
mental track mixed out, except during the breaks, resulting 
in an almost totally a cappella version. 


"Sherry She Needs Me" dates, at least in part, from 1965. 
Brian recorded the instrumental track during the sessions for 


Summer Days (And Summer Nights), but did not put a vocal on 
TE“UNtL) 19764 


The track is beautiful, -clean, crisp, lightly Spector- 
ish, opening with a muted bass, chimes, and a tambourine, 
then adding drums and strummed guitars once the vocal be- 
gins. The charming looping bass stays in the memory. 


The vocal is in marked contrast to the track, -rough, 
and at times almost hoarse. "Sherry she needs me, and theré's 
nothing I can do," sings Brian. "Sherry she needs me, and I 
think I need her too." On one channel is Brian's original 


peers track, on the other is what sounds like a tape-delayed 
echo. . 





Then, with no warning, Brian proves that even in 1976 he 
could sing. "Sherry if you start crying (his voice lifting) 
it'll break my heart (a full, clear falsetto), so before we 
both start crying I'll just walk away." Booming now, with 
multi-tracked falsetto: "Sherry baby I just can't stand it. 
It didn't work out the way we planned it. Sherry baby I 
Just can't stand it. She-e-e-ry baby (shattering crystal, 


then returning to his normal voice) -Sherry baby, it's time 
we sald goodbye," 


At times reminiscent of the Four Seasons, "Sherry She 


Needs Me" is another Beach Bovs 
s Me sO whose unreleased status 
1s difficult to understand. = = 


The only unreleased Pet Sounds recordings known to exist 
are the instrumental track for "Don't Talk (Put Your Head On 


Woguider) ,” and an alternate version of "Wouldn't It Be 
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"Wouldn't It Be Nice" is Brian's 'prototype' for Bie 
song. The instrumental track is the same as on the releaseq 
version, but on the tape Brian sings all of the vocal parts, 
This is the form in which the Beach Boys found the Sone upon 
their return from the 1966 world tour. Using Brian's vocal] 
tracks as models, they recorded the vocals heara on-the re- 
leased version. 


Brian's ‘prototype’ differs slightly from the releaseq 
version. Brian's harmonies are pitched slightly higher, angq 
are less ragged than the group's. Missing from the "prototype: 
are the vocals on the bridge ("Maybe if we think and wish 
and hope..-"). Also, the closing section is mixe 


= ; d noticeab 
_ different from the released version. Mixed to th ly 


e fore is 
Sed version, 


umn: The track 
has been identi-_ 


the "woo-o00-o0o-run-run" vocal buried in the relea 


Additional notes to last issue's Smile col 
I theorized might be the unknown "Holidays" 
fied as "Tones." 

Also, I did not mention the existence of the partial 
track Brian recorded for Surf's Up" in February , 1967, That 
track can be heard under Carl's vocal on the released version 
of the song, -on the first of the three parts to the released 
"Surf's Up." On an unreleased tape Brian directs studio 
musicians through a number of false starts, trying to get the 
percussive ‘jewelry' sound correct ("How about not hitting 
it, but doing it with your hand...beautiful, now it sounds 
like jewelry"), and trying to slow the tempo. 


Although instruments were added, and some mixed down. 
in making the released song, this basic track proves to be 
extremely beautiful. It has a louder, more prominent piano 
figure in the bridge after the "Are you sleeping" lines. 
(-And that occurs twice here, unlike the case of the releasad 
version, where it occurs only after the second "Are you sleep- 
ing") The guitar has a more obvious, although muted, 'plucked' 
sound, while the bass grabs you more. 


The Brian Wilson School: Adrian Baker Gary Gidman 


Adrian Baker is known primarily to American fans of the 
Beach Boys as Carl Wilson's tour replacement, appearing in 
last year's nationally televised July 5th concert from Long 
Beach. However, in his home country of England he is a re- 
cording artist and producer of long standing. Over the 
last several months I have obtained most of Mr. Baker's re- 
corded output, and as I feel he deserves an audience here 
in America, and because of recent and possibly future l1n- 
volvement in the group's activities, I feel it is only right 
to examine his work here and now. 


The album Into A Dream, released in 1975, shows Baker 
to be a talented writer, performer, arranger, and producer, 


although in retrospect it might be suggested that outside 
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help could have improved the production here. 
stylistically 'dated' quality to the rhythm section on many 
cuts, a ‘funky’ kind of style in which I suppose the “Tonight 
Show" band might render their version of "Knock On Wood." 
Also there is a subtle lack of blending in the mixes, due, I 


suspect, to the method of recording instruments individually, 
in particular the bass and drum tracks. 


Beyond these small gripes I find the album to te very 
enjoyable. It is comprised of twelve tracks, all featuring 
intricate and lush vocal arrangements. "Vibrations," the 
opening selection, sets all of the album's positive and > 
negative elements together. A beautiful four, and sometimes 
five-part a cappella climbs effortlessly up and down a con- 
stantly shifting chord progression. This leads into a re- 
peating A-B pattern which is dominated by six-part harmonies 
cascading up and down in the fashion of Queen's "Bohemian 
Rhapsody" ("“magnifico-o-o-o") -this over a bed of funky bass, 
drums, and synthesized fuzz guitar. The vocal arrangement 
seems to be the focus here, and as with the remainder of the 
album, the vocals are first and foremost in my memory. 


The rest of the album fares well with "Find Another 
Fool," with its syncopated, complex harmonies; "Sherry," 
a reggae reading of the Four Seasons tune; "Candy Baby," 
its stylistic cousin; and "I Was Only Fooling," which re- 
minds me of ABBA with its calliope-like keyboard overlays 
and mock-polka rhythms. Then there are "Get Away From Me 
Girl" and "Think About It," which ring softly with Beach Boy 
influence -the former with its stop-and-go snare drum fills, 


the latter with its circular chorus, and both with softly 
soaring harmonies. 


There is a 


In my opinion, only two tracks from Into A Dream fall 
short of their marks. They are an awkwardly modified cover 


of the Beatles’ "I Feel Fine," and a too-long disco exercise 
entitled "Is It Love?" 





One final note about the album. -In general I find Mr. 
Baker's melodies and chordal structures to te very ambitious, 
with constantly changing tonal centers being the norm. In 
light of his more recent efforts these songs seem less acces- 
Sible, turning away from the commercial marketplace. Whether 
the direction of his subsequent records is viewed as a com- 


promise or a refinement, Into A Dream shows a different side 
of Adrian Baker, the composer. 


Between the release of the 1975 album and a move to his 
own Polo record label in 1979, Baker released an E.P. and 
ten singles. Of these I have been able to obtain only one 
Single, a 1976 release under the pseudonym 'The Tonics.' I 
don't know why he chose not to use his own name, but sub- 


Baguent releases under various aliases confirm his reluctance 
OFdO’ so, 


: At any rate, the 'A' side of the single is noteworthy, 
reese it_ is a skilled and faithful cover of "All Summer 
ong. W 


In this recording everything plays and blends well. 


In fact it kicks a little harder than the original, and macaaper 


extra voices beef up the chorus. My only complaint 
iz in the choice of a harpsichord as the solo instrument, 
covering for piccolo and saxophone. The 'B' side features 
"Standback," a bright pop tune reminiscent of Into A Dream, 
but more straightforward structurally. mee, 


1978 marked Baker's 45 debut on the Stone label with his 
"Beach Boy Gold," a disco medley which not only predated the 
Stars on 45 gang, but was a hit in England to boot. Re- 
leased under Baker's favorite alias, Gidea Park, it is quite 
a show, easily outdistancing the California and Cantina Band 
medleys, and in theory, even the Capitol version, although 
those original tracks are hard to beat. The medley includes 
the following in order: "Graduation Day," "Catch A Wave," 
"Surfin' USA," "I Get Around," "Little Old Lady From Pasa-~ 
dena," "Fun Fun Fun," "Sloop John B," "Dance Dance Dance," 
"When I Grow Up," and "Good Vibrations." In addition, gui- 
tar motifs from "You're So Good To Me" and "Girl Don't Tell 
Me" serve as segues. Elsewhere transitions from one song to 
the next are made very smoothly and cleverly using vocals. 


I do not like the disco beat used in the medley, yet I 
can not say it detracts from the recording. The-'B' side 
features "Lady Be Good," which borrows rhythmic ideas from 
"I Get Around," and a harmony from "Don't Back Down," -and 
adds a Frankie Valli styled falsetto motif to a very impres- 
sive production. 


Did I say Frankie Valli? That falsetto, which Mr. Baker 
can mimic so well, pops up again in "The Boogie Romance," 
another Gidea Park project which showed up on the Ariola 
label in 1979. This uptempo disco tune bounces along with 
great verve and strong vocals, but the beat is just relent- 
less and the lyrics silly, exhorting the listener to "dance 
dance dance" to the unstoppable "new wave boogie." For my 
money there is only one guy on earth who can come up with 
such a dumb lyric and yet command my respect: Brian Wilson. 
I like the country-tinged offering on the flip side, "From 
Me To You," which floats its group vocals on a sea of gui- 
tars. 


The disco trend continues into 1980 with an Adrian Baker 
Single on his own Polo label titled "Crazy About You" and 
"Lovemaker." The first track places emphasis on the instru- 
mental backing, with electric. piano, xylophone, and sax wo- 
ven together by a melody wrought by the phrasing style of 
the brothers Gibb. It is a lush production, eminently lis- 
tenable, and distinctly offset from “"Lovemaker," a long, in- 
volved disco bash replete with choked electric guitars, bass 
synthesizer, and a full brass section which struts around 
for well over a minute before the vocals introduce a rather 
forgettable theme. 


Leter that year, however, we find Mr. Baker turning eo 
nore favored and rewarding territory with a second Beach oy 
nedley, released with a new pseudonym, Aero. "California 
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Gold" deals with songs set in triple meter, i.e. "shuffles,' 
The disco beat is in evidence again throughout, as "Califor- 
nia Girls," "Wouldn't It Be Nice" (which seems to give Ba- 
ker's voice some trouble), "Help Me Rhonda," "The Little Girl 
I Once Knew,” and "All Summer Long" (with a real sax this 
time) roll by; framed by introductory and fadeout vocals of 
Baker's own composition. Though done on a smaller scale, 
this medley is as effective and enjoyable as the former. The 
*B' side is "Summer Girls," a metric extension, with harmo- 
nies borrowed literally from "All Summer Long." It suffers 
from a predictable lyric. 


"Don't Worry Baby" b/w "Happy Birthday Brian Wilson" is 
my personal favorite by Mr. Baker, -a wonderful record. 
"Don't Worry Baby" is a carefully crafted approximation of 
what the Beach Boys' version a sound like had it been 
written in 1981 rather than 1964. The instrumental tracks 
are more contemporary while the vocals remain faithful to 
the original. Baker manages to sound very much like Brian 
We hat cut is overshadowed by "Happy Birthday," an a cap- 
pella arrangement of the traditional tune recorded especially 
for Brian last year (the Beach Boys were touring Britain on 
Brian's birthday). It showcases Baker's keen understanding 
of vocal harmony, borrowing ideas from “Our Prayer," "A Young 
Man Is Gone," “Auld Lang Syne," et al., and rolling it into 
a beautiful five-part performance. Every serious fan should 
at least get to hear this just once. 


1981 was a busy year for Mr. Baker with the release of 
two more singles and an album. The first of these is yet 
another disco medley, “Seasons Of Gold," which delves into 
the hit catalog of Frankie Valli and company. This medley 
is every bit as well done as "Beach Boy Gold" and has the 
distinction of being Mr. Baker's first U.S. golo release, 
even reaching Billboard's Hot 100 chart for a couple of weeks. 


Furthermore, "Seasons Of Gold" was cut in a 12" seven- 
minute format, covering 12 songs along with two original 
pieces, as well as the 7" four-minute version with 9 songs 
and one original theme. My favorite aspect of these records 
1s the fade on the full length version which shrinks to 
multitracked, a cappella vocals, a la "Fun Fun Fun," 


methe 'B' side, "Lolita," is a bright, pleasant, and ly- 
rically shallow exercise in disco pop styling, similar to 
Baker's work on a 1979 album with a group called Liquid 
Gold. Liquid Gold has had several hits in England, and their 
album was released in America (now out of print). 


The second single of 1981 was another disco medley, this 
one an oddball collection of honky-tonk singalongs called 
“Celebration Gold" by yet another alias, Celebration. This 
features a female guest vocalist. Side 'A' features a vocal 
rendition while side 'B' is the instrumental, -a popular pra- 
ctice in disco recordings. The medley plows through versions 
of "Roll Out The Barrel," "Swanee," and the like. This is 
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well done but sort of weird. 


Simply titled Gidea Park, Adrian Baker's second LP is 
mostly comprised of previously released recordings. Here we 
find "Beach Boy Gold," "California Gold," "Summer Girls," 
“Don't Worry Baby," “Happy Birthday Brian Wilson," the full-_ 
length "Seasons Of Gold," “Lolita," and two new tracks. The 
new songs are "My Maria" and "Baby Come Back," both bouncy, 
ABBA-ish productions, -pleasant and polished. 


1982 has found Adrian Baker with a new Gidea Park single 
that being Lou Christie's classic “Lightning Strikes." An ’ 
a cappella chorus fades in from a reverberation chamber and 
another disco-beat pop track 1s born. 
ful Beach Boy styled "bum pa pa pa pum" vocals and contra- 
puntal bass. The flip side features "Baby Come Back" from 
the Gidea Park LP. 


Adrian Baker's entry into the Beach Boys' ‘family circle’ 
as a touring band member has led to his collaboration with 
Mike Love on several songs. Earlier this year Love visited 
Baker's home studio where they started work on nine tracks, 
Reportedly they are three covers: Eddie Cochran's "Summertime 
Blues," the Crystals' "Da Doo Ron Ron," Brian Wilson's "Ha- 
waii," and the following new titles: "American Girls," "Good- 
time Summertime Girls," "Summertime Music," “Fun Is Free," 
"Sun City" (supposedly a rewrite of "Surf City"), and "We're 
The Endless Summer Beach Band." 


Furthermore, in a recent radio interview Mike Love men- 
tioned the possibility of Baker's future involvement as a 
producer on the Beach Boys' next album project. 


My opinion of Adrian Baker is basically positive, yet 
I feel he has some drawbacks. His prediliction for disco 
rhythm and his weak lyrics would not benefit the Beach Boys. 
On the other hand I prefer his drum mixes to those of pro- 
ducer Bruce Johnston, and Baker's vocalarrangements are of 
highstanding merit. We'll have to wait and see. 


As I obtain them, I will review more of Mr. Baker's re- 
cordings, both old and new. Anyone interested in acquiring 
any of his records may write me care of this magazine. In- 
terviews and discographies of British releases may be found 
in Beach Boys Stomp, the British fanzine, and California 
Music, the Australian fanzine. 


Here is Adrian Baker's U.S. catalog: 


45's - Seasons Of Gold/Lolita by Gidea Park (7") 
Profile PRO5003 

Seasons Of Gold/Lolita by Gidea Park (12") 
PRO700 3 


LP's - Liquid Gold by Liquid Gold Parachute RRLP 9017 
(Baker produced, played several instruments, 
and co-wrote several songs.) 
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This features wonder- 


Surf’s Up Revisited Brad Elliott 


Since last I wrote in these pages, Surf's Up! The 
peach Boys On Record 1961-1981 has done very well sales- 
“ise. Pierian Press recently took delivery of the book's 
gecond printing (another 1,000 copies). The response from 
fandom has been unanimously favorable, especlally overseas, 
The critics also have had nice words for the book. 


One of the results of doing a book like Surf's Up! is 
that you get a lot of feedback from your audience. In the 
past six months I have been deluged with letters from fans, 
-to the extent that I am at least two months behind in an- 
swering my mail. 


Many of those writing have contributed to the growing 
list of corrections and additions to the book. I especial- 
ly want to single out the following: Mike Grant, Stephen 
McParland, Gary Meade, Graham Ritchie, and Alan Smith. 


Also, I owe Bob Norberg a large "thanks" for his time and 
conversation. 


Now, on to business. First, here are several correc- 
tions and additions to last issue's column: Further in- 
quiry has established that Brian was not involved with "My 
Little Bike" on the Hondells album as reported last issue. 
(entry 71 in Surf's Up) Gary Usher made a slip of the tongue 
and was actually referring to "My Buddy Seat." 


Mike Love's involvement with “Back In The USSR" has been 
clarified. In a Feruary 18 interview with Roger Scott of 
London's Capitol Radio, Mike recalled, "I was one of the 
first people in the world to hear that. He (Paul McCartney) 
came down to the breakfast table one morning at the Mahar- 
ishi's place in Rishikesh singing 'Flew in from Miami 
Beach...,* and I can remember telling him, ‘You ought to 
put something in there about all the girls: Ukraine girls, 
Georgia on my mind and all that,' -and he did." (The inter- 
view was printed in the June issue of Beach Boys Stomp-31.) 


Among additions given in the last issue to the Bruce 
Johnston disco 


ography were albums by Shaun Harris (Shaun 
Harris) and Bill Quateman(Night After Night). On Harris' 
album, released in May, 1973, Bruce sang on "Love Has Gone 
Away." On the Quateman LP, Bruce sang on and arranged the 
backing vocals for "Au Claire" and "Dance Baby Dance." 


Listed last issue among additi i j 
PUPA Patasr ates: g itions to the Blondie Chaplin/ 


In additi graphy was Max, an album by Max Gronenthal. 
ote ee to playing and singing on the album, Fataar 
rare. ay MUBLG Yor "I'e Got something Here For You." Also, 
Gea h id not play drums on Sweetwater's Melon album. In- 
nee e played on the album titled Sweetwater. The record 
mber given last time is the correct number for Sweetwater. 








is In the second printing of the book, my publisher and I 

an ea number of minor corrections. For those who purchased 

ions first 1,000 copies, listed helow are those cor- 
St 
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(1) 


(2) 
(3) 
(4) 


(5) 


(6) 


(7) 


(8) 


(9) 


(10) 


(11) 


The 


Left completely out of the first printing was entry 
135, Era single 043, “Surfin' Safari"(version 2) b/w 
"Surfin'" -released spring 1969. 
Entry 46 (ChartBusters, Vol 4) is Capitol st 2094, 
not ST 1094. 
Entry 140 (Capitol Starline single 6132, "Good vi- 
brations" b/w "Barbara Ann") has not been reissued, 
Entry 152 (Live In London, Capitol ST 21715, UK) was 
recorded at the Finsbury Park Astoria rather than 
the London Palladium. The date (12/1/68) is correct, 
In the unreleased section (p. 299), the tape with 
"All I Want To Do" is from the Palladium show. At 
At Finsbury Park the Beach Boys played "Aren't Yoy 
Glad" instead of "All I Want To Do." 
"Dead Man's Curve" on California Girls (entry 221a) 
and Dead Man's Curve (entry 337) shou 
ed as ‘version two.' 
In the credits index (pp. 221-240), "Good Vibrations" 
(live #2) is on The Beach Boys In Concert, not Live 
In London. "Our Car Club" is sung by Mike ana Brien, 
not Brian only, as indicated. "Surfer's Rule" igs 
sung by Dennis, not Brian & group, as indicated. 
In the unreleased index (p. 319), "Be My Baby" (from 
the 7/80 session), is sung by Mike, not Brian. 
In the TV section (p. 309) , “When I Grow Up" origi- 
nally was broadcast on Ready, Steady, Go, an ITV 
show (not BBC), but was rebroadcast in 1976 on BBC, 
In the Bruce Johnston section: Bruce did not sing 
backing vocals on the Ripchords "Here I Stand." 
(pp. 329, 372) His first vocal appearance with the 
Ripchords was on "Gone." 
Also, Sagittarius’ Columbia material predates the 
Together releases, not the other way around. (pp. 372- 
373) The first Sagittarius release was "My World 
Fell Down." 
Bruce did not sing on California Music's "Why Do 
Fools Fall In Love." (p. 382) 
In the Honeys discography (p. 390), Brian did not 
produce "I Know You're Gonna Be Allright." Murry 
Wilson produced it. 
In the Van Dyke Parks discography, Van did not 
write “High Coin" on Harper's Bizarre's Anything 
Goes. (p. 400) Lenny Waronker co-produced Randy 
Newman (p. 400) with Van Dyke. The flip side of 
Arlo Guthrids "Alice's Rock & Roll Restaurant" (p. 
400) is "Coming In To Los Angeles." Parks produced 
only the a-side. The correct release date for Terry 
Melcher's Royal Flush album is April, '76, not '74. 
(p. 404) Van Dyke plays on "Darkness ‘Til Dawn" on 
Carly Simon's Another Passenger (p. 404), not on 
"One Love Stand." 





ld te designat- 





rest of the column is devoted to “new" additions and 


corrections, 
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Chronological Discography (California Saga) 


It has been conclusively established that there is only 
one version of the Beach Boys' first song, "Surfin,'" not 
two as indicated in Surf's Up! Capitol's version of the song 
ig the same as the Hite Morgan recording, only re-equalized 
and cleaned up a bit. The final bit of evidence is a letter 
in the Capitol files from Hite Morgan. It gives Capitol per- 
mission to include "Surfin'" on the group's first albun. 


Consequently, the entries for "Surfin'" should not de- 
note a‘'version one* and'version two.' The change effects 
25‘entries plus the recent Everest, Koala, and Phoenix "10" 
alpum releases (see below). The correct musician lineu 
for "Surfin'" is Mike (lead vocal), Brian (snare & drum), 
Carl (guitar), Alan (string bass), Dennis not present. 


According to Gary Usher, "My Little Surfin' Woodie" by 
the Sunsets (entry 23b) was not cowritten by Brian. 
is not the same as "Surfin' Woodie," the Muscle Beach 
soundtrack number in which Brian had a hand. en 
"Surfin' Woodie" has never been put on vinyl. 


Also in the realm of total mistakes, it needs to be noted 
that the two references to a cough being heard in the stereo 
version of "Little Honda" (pp. 6, 177) are incorrect. 


The song 


Party 
Apparently, 


The 
cough is heard in the stereo version of "Wendy." 
. Several oe credits need to be corrected. "Pom 
Pom Play Girl" 


" (entries 40, 168, 275, 348) should be credit- 
ed to Brian Wilson and Gary Usher, not Brian and Mike Love. 

Bob Norberg should be credited with cowriting "The New 
Girl In School" (36, 44, 82, 85, 100, 


, 118, 182, 201, 276). 
The story on page 177 (in the note for entry 36) apparently 
is false. Norberg's writing credit on "New Girl" stems from 


the fact that he worked on "Gonna Hustle You" with Brian be- 
fore the song was given to Jan and Dean and rewritten. Nor- 


berg should undoubtedly be given credit on "Gonna Hustle You." 
(92, 194, 219, 2uh, 261) 


Norberg has supplied information on the Bob & Sheri and 
Survivors singles. "Sheri" was Cheryl Pomeroy. Safari 101 
entry 7) was recorded in the summer of 1962, Norberg put 
up the money for the single, which was recorded at Western. 

Murry Wilson handled the various business transactions in- 
volved in getting the Single pressed. According to Norberg, 


who knew both girls, "Sheri" and "Sharon Marie" were not the 
Same girl, 


The Survivors (entry 34) were Brian and Norberg, then 
apartment roommates, and two other friends who lived in the 
Same apartment building -Dave Nolan and Richard, whose last 
name Norberg does not recall. "Pamela Jean" was recorded 
at Gold Star with session musicians Brian brought in. "After 
The Game" was recorded in Brian's and Bob's apartment on 


their Wollensak reel-to-reel tape recorder, with Brian and 
Bob playing all the instruments. 


Norberg also revealed the existence of a previously un- 
Overed Brian Wilson productions 


1) Bob and Bobby, "Twelve-O-Four" b/w "Baby What You 


dise 
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Want Me To Do," Tower 154, released July 26, 1965. Although 
uncredited, Brian co-produced both sides with Bob Norberg. 
Norberg had started recording the a-side (which he weeks 

in a small studio near Downey in early 1965, but a chance 
run-in with Brian resulted in the sessions being moved to 
Western, where Brian put on the finishing touches with stu- 
dio musicians. The b-side, a Jimmy Reed song, was totally 
cut at Western with the Honeys providing backing vocals. 
"Bob" is, of course, Bob Norberg, while "Bobby" was a girl 
named Jane Canada. 


In addition to the Bob and Bobby single, the following 
records need to be added to the basic discography: 


(2) The Beach Boys, Surfin' U.S.A., Capitol SN-16015, 
released October, 1980. Although this record was mentioned 
in Surf's Up! as a reissue (see entry 13), it should have been 
a separate entry because it was issued with two songs, "Stok- 
ed" and "Surf Jam," deleted. 


(3) The Beach Boys, Surfer Girl, Capitol SN-16014, re- 
leased October, 1980. As above, but with "Little Deuce 
Coupe" and "Our Car Club" deleted. 


(4) The Beach Boys, Little Deuce Coupe, Capitol SN-16013, 
released October, 1980. As above, but with "Car Crazy Cu- 
tie" and "Custom Machine" deleted. 


(5) The Beach Boys, Original Hits, Kaola AW 14237, re- 
leased in 1979. A reissue of the Wand/Soepter/Springboard 
album. (entries 197, 247) 


(6) Eric Carmen, "She Did It," Arista AS 0266, released 
July, 1977. According to Curt Becher, Brian Wilson did at- 
tend one of the vocal sessions for Eric Carmen's second al- 
bum. However, Becher said, his performance was below par 
and his vocals were buried in the mix. To the best of Bec- 


her's recollection, Brian sang on "She Did It" and "Hey 
Deanie." 





(7) Eric Carmen, Boats Against The Current, Arista AB4124 
released August, 1977. Includes "She Did It." (see above) 


(8) Eric Carmen, Change Of Heart, Arista AB 4184, re- 
leased 1978. Includes "Hey Deanie." (see above) 


The following. records have been released since the book 
went to print: 


_(1} Summer Means Fun (California Surf Music 1962-1974), 
Capitol 1A 046-78038 (Holland), released 1981. A 15-song 
Compllation including "Gonna Hustle You" by the Legendary 
Masked Surfers, "Surfin' Down The Swanee River," by the 
Honeys, "Thinkin' "Bout You Baby," by Sharon Marie, "Pamela 
Jean" by The Survivors, three Jan & Dean songs written by 


Brian, and four Beach Boys tracks. Reviewed in the last is- 
sue of Add Some Music. 


(2) The Beach Boys, "Little Saint Nick" b/w "The Lord's 
Prayer," Capitol Starline A-6277, released October 12, 1981. 
A2 


(3) The Beach Boys, "I Get Around" b/w "Don't Worry Baby" 
Capitol Starline A-6280, released October 12, 1981. 
(4) The Beach Boys, "California Girls" b/w "Let Him Run 


Wild," Capitol Starline A-6289, released October 12, 1981. 


(5) The Beach Boys, “Sloop John B" b/w "You're So Good 
To Me," Capitol Starline A-6295, released Oct. 12, 1981. 


The above four singles were accompanied by reissues of 
ten other Starline singles (6059, 6081, 6094, 6095, 6105, 
6106, 6107, 6204, 6205, 6259). Each of the reissues kept 
its number, but was given an 'A' prefix (A-6059, etc.). 
All fourteen Starline singles were given blue labels of a 
new design. In early 1982 the prefix for the 14 singles 
was changed from 'A' to 'X.' 


(6) Beach Boys Greatest Hits (20 All Time Greats), Cap- 
itol PLAY 1013 (Australia), released November, 1981. A 
compilation especially noteworthy for its inclusion of "The 
Beach Boys Medley (Long Version)," timing 6:48, and the 
"Beach Boys Ballads" medley, timing 9:35. The ballad med- 
ley is the same as that released on the French 12" single 
(see last issue), but the other medley makes its first ap- 
pearance on vinyl. This is the long version of the hit 
medley, lengthened by the inclusion of pieces of several 
additional songs. The long version includes: "Good Vibra- 
tions," "Help Me Rhonda," "I Get Around," “Little Deuce 
Coupe," "Little Honda," "Hawaii," "409," "Noble Surfer," 
"Dance Dance Dance," "Shut Down," “Surfin' Safari," "Barbara 
inn.” "Surfin UsSeAay” "Pan Pon Fun." 


(7) "The Beach Boys Medley (Long Version)" b/w "Beach 
Boys Ballads," EMI-Toshiba ECS 27004 (Japan), released early 
1982. Yet another release of the medleys. 


(8) The Beach Boys, Phoenix "10" PHX 335, released Feb. 


5, 1982. A reissue of the Springboard LP (entry 247) with 
the same cover art, 





(9) The Heart Of Rock, K-tel TU 3030, released early 1982. 
A various artists compilation including Chicago's "Baby What 
A Big Surprise" (side 1, cut 5), on which Carl guests. 


(10) The Beach Boys, Sunshine Dream, Capitol SVBB-12220 
(2 LP's), released June 10, 1982. This album is discussed 
at length elsewhere in this issue of Add Some Music. 


(11) The Beach Boys, Be True To Your School, Capitol N- 


16272, released June 10, 1982. This album is discussed at 
length elsewhere in this issue of ASM. 


(Note: Reissued at the same time as the release of the 
two albums above was Beach Boys' Party (entry 86) (N-16273). 


__ (12) Party Rock (5 LP's), released July, 1982. ATV 
mail-order offer that includes "I Get Around." 


(13) Summer Means Fun, Columbia C2 38069 (2 LP's), re- 
leased July 29, 1982. A compilation, mostly of Bruce and 
Terry recordings, but also including Johnny Rivers" version 
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of "Help Me Rhonda," with Brian among the backing vocals, 


(14) America, View From The Ground, Ca 


at pitol ST-12209, 
released July, 1982. Carl Wilson contribu 9 


1 tes backing vocal 
on "Never Be Lonely," "You Girl," "Inspector Mills," "Love ° 
On The Vine,” "Sometimes Lovers," and "Even The score," 


Note: If all entries in the book's chronological dis- 
cography were numbered consecutively and the above correc- 
tions, additions, and deletions (as well as last issue's) 
were taken into account, America's View From The Ground 
would be entry 398. ee 





Credits Index (Stack 0' Tracks) 


The lead vocal for "Break Away" should be listed as Carl 
and Brian, not Brian alone. Carl sings the verses in the 
song, but Brian sings the line, "That very same love..." 


The lead vocal for "I Know There's An Answer" should be 
credited to Mike, Alan, and Brian. Mike sings the first line 
of each verse, Alan sings the rest of each verse, and Brian 


sings "I know there's an answer. I know now but I had to find 
it by myself." 


The correct vocal listing for "Luau" should read Mike & 
Group, and Brian. The verses are sung by the group, with 
Mike mixed to the front, while Brian handles the bridge and 
the "loop de loop loop luau" part. 


Alan should be credited, in addition to Mike, with the 
vocal on "Roller Skating Child." Alan sings the bridge. 


Curt Becher's group, California, should be credited with 
backing vocals on "Here Comes The Night (version 2)" When 
Becher originally cut the track, he and California put on 
the first of several layers of vocals. 


Unreleased Recordings (Our Favorite Recording Session) 


Bob Norberg has provided information on several early 
unreleased songs. "Recreation" (p. 297), written by Brian, 
Norberg, and Cheryl(not Chuck) Pomeroy, is an unreleased 
Bob & Sheri recording, dating from 1962. "The Big Beat" 


(p. 297) was a Norberg composition recorded by the Beach 
Boys in 1962 or 1963. 


Norberg and Brian produced "Summer Moon," a rewrite of 


“Surfer Moon," with a vocal by Vicki Kocher. Jan Berry 
arranged the strings for the track. 


A demo by Brian of "Gonna Hustle You" has recently sur- 
faced. It has been bootlegged on an Australian EP, Califor- 
nia Collectors Series Vol 3. (That EP also includes a Brian 
Solo version of "Don't You Just Know It." 


The Redwoods (p. 278) were not just an unknown group led 
by Danny Hutton; they were Hutton, Cory Wells, and Chuck 
Negron, later known as Three Dog Night. 


Lyrics were written for "Passing By" (on the Friends LP). 
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"Old Man Sunshine" (p. 283) was recorded by the Beach 
Boys on November 6 and 9, 1969. "Seasons In The Sun" was not 
a 20/20 outtake (p. 280); it was recorded July 31-August 2, 
1970 Kee ten une completed Sunflower album was mastered July 
10-12, 1970). 


The correct lineup for the "second" Brother Records al- 
bum, commonly tagged Landlocked (p. 282), ag found on an 


acetate, is: side 1- "Loop De Loop," "Susie Cincinnati," 
"San Miguel," "Help Is On The Way," "Take A Load Off Your 
Feet," "Carnival," (which was not to be listed on the album 


cover), "I Just Got My Pay;" side 2- "Good Time," "Big Sur," 
"Fallin' In Love," "When Girls Get Together," "Lookin' At 
Tomorrow," "Til I Die" -surprise! the apparently unfinished 
version played on WPLJ in February, 1971. 


Dennis' legendary "Barbara" (p. 284) was recorded, in 
early 1971 for his planned solo album. Dennis sang an un- 
accompanied vocal over two pianos (played by Daryl Dragon 
and Dennis) and a guitar. 


Dennis' "10,000 Years" (pp. 289, 291) and Mike's "10,000 
Years Ago" (p. 296) are the same song. According to Al Jar- 
dine the song, correctly titled "10,000 Years Ago," was 
written by Mike, but Dennis did his own arrangement of the 
song with new lyrical and musical contributions. Dennis cut 
a track, but Mike didn't like it. 


Alan also reported he never wrote a song called "Gold 
Rush" (p. 289), but added one of the other Beach Boys may 
have. 


"Pacific Ocean Blues" existed only as an unfinished in- 
strumental track prior to the sessions for 15 Big Ones. Dur- 
ing those sessions Dennis decided he wanted a cut on the al- 
bum. He asked Mike to write the lyrics, which he did, 
phoning them in from his home after only a few hours. The 
song, of course, was not included on 15 Big Ones. 


"Hey There Momma" and “We Gotta Groove" (p. 297) are 
Brian compositions from fall, 1976. Only tracks were recor- 
ded. The track for "Hey There Momma" later was used for the 
group's rewrite of "I Saw Mommy Kissing Santa Claus" (p. 292). 


"Rubles" (p. 293) was written by Brian about a fictitious 
carnival horse. The song had a complete melody, but few ly- 
rics. Alan finished the lyrics and changed the title to 
“Nabor," the name of a famous Russian horse, but was not 
pleased with the result. A basic track was recorded. 


Alan Jardine's planned "coastline" trilogy (p. 293) did 
not include "Santa Ana Winds," although the basic track for 
"Winds" was cut at the same time as a track for “Looking 
Down The Coast," the first song of the trilogy. "Looking . 
Down The Coast" was to be followed by "Monterey" and a reprise 
of "Looking Down The Coast," but with a different lyrical fo- 
cus. Possible titles for the trilogy were "From The Eye Of 
A Whale" ‘or "Song Of The Whales." Alan may offer it to the 
reformed Kingston Trio, but first he has to finish the lyrics 
‘to the third piece. 
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upime For Bed," mentioned in connection with Dennis' 
Pacific Ocean Blue (p. 291), was recorded August 29, 1978 


for his second album, Bamboo. Also cut at that session was 


i of "Baby Blue" used on L.A. Interestingly, in 
Ee Aer 1978 zadto interview in New Zealand Carl said, 
"I'm going to record Dennis’ next album with him," indicat- 
ing Bamboo may have been planned as a collaborative effort 
petween the two Wilson brothers. 


In the same interview Carl reported he was working "with 
Peter Cetera from Chicago and another fellow who used to play 
drums with us (Ricky Fataar)." The Wilson-Cetera-Fataar com- 

osition, "I Can Feel It," on Cetera's self-titled solo album 
on last issue's column) probably dates from about that time. 


Brian re-recorded the track for "Little Girl" (first cut 
in spring, 1979 at Lovesongs) at the July 24, 1979 session 
at Western Recorders that produced "Jamaica Farewell," _ 
"School Days," and "Da Doo Ron Ron" (p. 295). It was this 
second track that was used for "Sunshine" on Keeping The 
Summer Alive. 


"Earthquake Time" (p. 296) was written by Mike. 


A rough version of "Sweetie; a Brian Wilson-Mike Love 
composition written in spring, 1981, was recorded later that 
year. Alan, Mike, and Brian rotated the lead vocal. 


Val Garay produced a demo of a John Hall song with Carl 
Wilson in fall, 1981. Carl intended for the final version 
of the song to be recorded with the Beach Boys, but plans 
for the group to work with Garay fell through. 


Alan was reportedly working with producer Milt Okun on 
a version of the oldie, "Whispering Bells" (Del Vikings), 
in late 1981. 


Mike was very active in late 1981, recording, with Jim 
Studer, "The Endless Summer Beach Band," a theme song for 
his group, and, with his group, "Back In The U.S.S.R.," "Hot 
Fun In The Summertime," and "Hot Summer Lovers" (originally 
titled "Hot Summer Singles"). 


In a series of sessions from late 1981 to May, 1982, in 
London and later in Santa Barbara, Mike and Adrian Baker 


recorded, "Hawaii," "Da Doo Ron Ron," "Summertime Blues," 
Sun City" (a rewrite of "Surf City"), and four new compo- 
Slitions, "Summertime Music," "Fun Is Free," "American Girls," 


and "Goodtime Summertime Girls," 


_ Mike was also working again on “Atlantis Rising" (now 
Just a song) and "10,000 Years Ago" (which he was performing 
in concert with the Endless Summer Beach Band). Mike also 


had written a new song, "You Don't Have To Be Brown To Get 
own," 


New Brian Wilson compositions in 1981, with Dennis ars 6 
Ed Garvey, included "Night Blooming Jasmine, Dancing USA, 
and "City Blues." Ly 
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An early May, 1982 session at Rumbo Recorders resulted 
in a Beach Boys version of "California Dreamin,'" produced 
by Bruce Johnston and Terry Melcher. The track, recorded 
with session musicians, featured the entire Beach Boy vocal 
ensemble -including Carl and Brian. 


In June the group recorded "Runaway" live in concert, 
then overdubbed and sweetened the track in the studio for 
possible release as a single. Alan sang lead. 


The vocal credit for the unreleased "Bells Of Christmas" 
needs correction. Mike sang lead, not Alan (p. 319). Also, 
ee gene lead on the finished version of "Da Doo Ron Ron" 

p. 320). 


Concert Recordings (Wow! Great Concert) 


The March 14, 1964 closed circuit theater telecast of 
the Beatles' Washington, D.C. concert featured the Beach Boys 
as an "opening act." The Beatles' concert was preceded by 
a film of the Beach Boys performing "live" in a studio. The 
performance was filmed especially for the telecast. Unfor- 
pmavely neither audio nor video tapes of the film are known 
o exist. 


The list of songs performed at Carnegie Hall on February 
20, 1971 (p. 300) should include "You Still Believe In Me" 
instead of "That's Not Me." 


A Carl Wilson show at My Father's Place on Long Island 
was broadcast on WLIR-FM in April, 1982. The song lineup 
was the same as that on the Bottom Line broadcast (p. 304). 
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Promotional Records (Custom Machine) 
A previously unknown Capitol promo record, Angel, Sera- 


phin, Capitol Classics, Eight-Track, C.0.W. & Popular Re- 


leases | ; 
‘record is (surprise of surprises!) a promo for the Beach 


ary 1967), has been unearthed. Included on the 


Boys' Smile album. The record was sent to Capitol salesmen, 
urging them to meet a goal of one million records sold in 
January, 1967. To that end, the record featured bits and 
pieces of albums to be released during the month. The final 
plug went to Smiles "If that isn't incentive enough to sell 
one million units, how about adding one more, -The Beach 
Boys' Smile." Over a piece of "Good Vibrations" the nar- 
rator continues, "Smile is the name of the new Beach Boys 
album, which will be released in January, 1967. And with a 
happy album cover, the really happy sounds inside, and a 


happy in-store display piece, you.can't miss. We're sure to 


sell a million units in January." 
Another Sounds Of Solid Gold album (p. 348) has turned 
up. Volume 5, Program 10 includes "Help Me Rhonda." 


A couple of corrections on DJ singles: Brother-Reprise 
1375 should be listed with the double a-sided singles (p. 
351). And, obviously, "Be True To Your School" on Capitol 
P-4334 is not in stereo. The single should be listed as both 
sides mono. ; 

-And finally, for this time, a query: does anyone have 
information on an obscure, TM-related album titled Maitreya? 


Mike Love was reportedly involved. 
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BEACH BOYS CALIFORNIA COLLECTORS 
PAPER STUFF SERIES VOL. 3 


Gonna Hustle You - BRIAN WILSON 


AND RECORDS Don’t You Just Know It - BRIAN 


MAGAZINE & BOOK ARTICLES, Hide Your Love Away - JAN BERRY 


PICTURE SLEEVES, ALBUMS Teenage Bat - J and D Recording Session 


ie $10 each includes AIRMAIL post. 
PROMO 45'S—FREE LISTING Write for bulk discount 


SEND STAMPED, ADDRESSED ENVELOPE We ; 
RECORDS & THINGS a pea tas vices 
BOX 9033 BLACKTOWN 2148, AUSTRALIA 
WETHERSFIELD, CT 06109 
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Sirs 
A piece of information that should forever quell the i 
dispute concerning Brian Wilson's involvement with the Eric | 
Garmen tune "She Did It:" from the September, 1977 issue of 
Hit Parader, the article, "Brian Wilson: Genius Or Madman?" i 
"...Ex-Beach Boy Bruce Johnston was working with Carmen on 
his vocal backgrounds when they discovered they needed an- 
other part -one that Carl Wilson could sing perfectly. 
"When I called Carl,’ Eric Carmen explains, ‘He told me he 
would love to sing the part on the song but it was his anni- 
versary. He told me to call Brian. I did and Brian came 
down, -he sang the part.' The song is called 'She Did It,' 
-check it out." 









S 






Craig Slowinski 
North Platte, Ne. 


P.O. BOX 24197 

LOS ANGELES, CA 90024 
U.S.A. 

Phone (213) 479-1674 

Or (213) 479-1364 


Sirs 
- Did you read in New Musical Express about Paul McCart- 

ney's refusal to produce the next (Beach Boys) album because, 
"Only Brian Wilson produces Beach Boys albums," and that's 
why, "The last couple haven't been Beach Boys records. But | 
this one will." 
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) WRITE FOR OUR NEWEST SET SALE/AUCTION 
i) CATALOG OF SURF, 60's/70'sS/80’s ROCK 
PSYCHEDELIC, PICTURE DISCS & RARE ITEMS 


“@ JOY DIVISION e HONDELLS e BOWIE e SURFARIS e THE JAM®@RIP CHORDS e COSTELLO 


Kevin Tutor 
Duncanville, Tx. 





Dons 

I found your article on "Help Me Rhonda" very interest- 
ing. By the way, in Germany both versions were released on 
45"s -same label, same catalog number. When Capitol Germany | a 
heard about the release of "Help Me Rhonda" they probably aha) 
thought it was the track from Today, so they released that. | ane 
Later, when the U.S. master arrived, they noticed the dif- 
ference and released that. But you can't tell which is 
which from the label. 


e FANTASTIC BAGGYS e DYLAN e SUNRAYS ® SPRINGSTEEN e SURF RAIDER 
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